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PREFACE 


Work on this book was begun with a paper entitled Music and the 
Ch'in: A Song for One or Two, prepared for presentation to the Conference 
on Theories of the Arts in China, sponsored by the American Council of 
Learned Societies, held in York, Maine, in June of 1978. I owe a debt of 
gratitude to the Council for the opportunity to participate in the confer¬ 
ence, surely one of the best of its type in recent years, and to the partici¬ 
pants for their patient and thoughtful criticisms of my paper. Even though 
this book only makes reference to an earlier article on music and aesthetic 
terminology that is to be included in the conference volume, the editors of 
that volume, Susan Bush and Christian Murck, worked through the entire 
body of the conference paper and made innumerable corrections, sugges¬ 
tions, and observations. Donald Munro, discussant at the conference, has 
been a continuing source of inspiration and suggestions in the revision of 
the work. 

I have benefited from the criticisms and suggestions of Rulan Chao 
Pian, Judith Becker, and Arnold Perris, musicologists who patiently taught 
me the essentials of their field, into which I had ventured with a vast 
amount to learn. Over the years I have been occupied with early Chinese 
music theory and lore, I have gained immeasurably from the knowledge and 
insights of many others, including A. L. Becker, Jonathon Chaves, James 
Crump, Stephen Addiss, and Leonard Pack. Anne Behnke's readings and 
research in early music-theory texts helped bring numerous important ideas 
into my field of reference. 

I want to express my appreciation to Barbara Congelosi. The care 
and effort she put into the editing and composition of this book were so far 
beyond any reasonable expectation that I lost track of what was indeed 
reasonable to expect. It is a pleasure to share in the excellence that she 
has brought to the publications program of the Center for Chinese 
Studies. Professor Luo Rongqu was kind enough to take time from his own 
busy schedule to do the calligraphy for the book. 
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In clarity and brightness, it is the image of heaven; in 
breadth and scope, the image of earth. Having movement in 
time, it is the image of the four seasons. The five colors, fitted 
in ordered pattern, do not clash. The eight winds, channeled 
through pitchpipes, create no discord. The hundred measures 
achieve regularity and are [reliably] constant. All together, the 
short and long pipes bring completion and in each are engendered 
beginnings and endings. Melody and harmony, high tones and low, 
alternate to weave the thread. 

Therefore, when music goes forth: 

Orderly relations are clear, 

The ears are sharp, the eyes bright, 

Hsiieh is in harmony, and the ch'i is balanced. 
Transforming ways and refining customs, 

Music brings peace to all in the world. 


Yiieh chi," pp. 13a-b. 



CHAPTER I 
The Study of Music 


There was a great wealth of musical activity and ideas about music in 
early China. Voluminous materials for the study of early Chinese music are 
preserved in the received textual tradition. ^ New materials, differing in 
nature and quality, are becoming available each year with the accelerating 
pace of archaeological field work and steady improvement of archaeologi¬ 
cal methodology and reporting in China. I have framed this inquiry into 
music and aesthetics broadly, hoping to provide readers with a sense of the 
diversity of musical activities and ideas that were important in China from 
the classical period to the early Six Dynasties and to describe the patterns 
of evolution. 

Ancient music has long been a popular subject for study, with the 
particular interests of scholars shifting often. Early scholarship focused on 
classical views of music as a social institution and the cataloguing of 
musical instruments. More recently, there has been analysis of and conjec¬ 
ture about the role of music in archaic ritual and the musical dimension of 
archaic poetry. Most recently, research has been published about early 
theories of music in the context of cosmology, aesthetics, and acoustical 
physics. In the last two decades, the study of pre-Han instruments recov¬ 
ered from the earth has revealed fascinating details about the instruments 
themselves, especially stone and metal percussion instruments, the tech¬ 
nology of instrument manufacture, and the pitch systems. This has, in turn, 
helped to refine our understanding of musical performance in early ritual 


1 The received textual tradition refers to the canon of written materials 
that has been continuously transmitted, known to the scholarly world in 
China since the time the materials took shape. Outside the received 
textual tradition, there are materials rediscovered in archaeological 
finds and in Japanese and Korean archives that were not continuously 
available in China. 
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and the relationship between theories of sound and music and the actual use 
and investigation of sound and music. 

The main point of a broad and interpretative inquiry is to embrace 
music for discussion in a way that mirrors its discussion by early Chinese 
thinkers. A germinal utterance, first recorded in the Hsun-tzu and 

repeated frequently thereafter, was "music unites" (yiieh-t'ung I«J )■ 
Experiments, theories, and speculations about music and sound were central 
to a variety of the interests evidenced in early historical and philosophical 
texts, and performances of music and dance were central to much early 
ritual and public activity. Sound as a natural phenomenon was perceived to 
be central to many natural processes, especially those that involved remote 
interaction or influence between entities. Accurate aural perception was 
of paramount importance in man's perception of the world around him. The 
ability to distinguish and analyze sound was tantamount to the ability to 
distinguish and analyze all that was recurrent and intelligible in nature. In 
speculation and argument about man and nature, propositions and assertions 
about sound and music were often primary. Understanding sound and music 
was the key to understanding numerous other aspects of man and nature. 

Most of the important texts, textual fragments, and other kinds of 
evidence that I will consider have been studied fruitfully in their own 
right. But, by and large, the diversity of these materials and their inherent 
difficulty have irresistibly drawn scholars' attention toward and into them 
as isolated texts and objects. This has been at the expense of attention 
paid to the same evidence as it bears on the hub of archaic theory and 
practice, the central and normal theory and practice against which the 
individual bits of evidence need to be measured. Hence, we are likely to 
know that Mo-tzu faults music before we clearly understand what 

"music" meant to him. Similarly, we know that Hsiin-tzu sees in music a 
communicative link between man and external influences before we know 
what "music" meant to him. And we know that Tung Chung-shu 
sees the pitches as a tangible and demonstrable realization of his cosmic 
numerology before we know what "pitches" meant to him. To understand 
what the central ideas were is to build a picture of the whole wheel, the 
hub, the spokes, and the spaces that are described by the circle of texts, 
bronze bells, carvings and paintings, and other evidence from early China. 

Building such a picture would have been impossible without the sub¬ 
stantial research efforts of many modern scholars of music over the last 
several decades. Nearly fifteen hundred publications are listed in Fredric 
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Lieberman's bibliography of studies on Chinese music in Western lan¬ 
guages. The majority of the works listed either are brief notices or focus 
on contemporary performance. Still, Lieberman's list contains numerous 
publications that made major contributions to our understanding of early 
music. Among these are several writings each by Robinson, Picken, 

Kuttner, van Gulik, Kishibe, and Levis, as well as signal works by Granet, 

0 

Courant, Needham, and Pian. In non-Western sources, there have been 
important works by Mizuhara Ikd, Chu Ch'ien-chih, Jao Tsung-i, Tung-fang 
Ming, Yang Yin-liu, and Wang Kuang-ch'i. Since the publication of 
Lieberman's bibliography, Walter Kaufmann has published a collection of 
selected translations on music from the better-known classics, including 
the "Book of Music" ("Yiieh chi"). Kaufmann's work is a thoughtful and 
well-organized collection that consolidates much of the important classical 
and Han materials in convenient form. 

Reading and explanation of the source material by these scholars 
have naturally followed the dictates of their disciplines—history of science, 
ethnomusicology, and history of culture—with the result that the wholeness 
of the early written record has not been well represented. With the excep¬ 
tion of van Gulik's study of the ch'in no attempt has been made to 
assemble information on music from multiple perspectives into an investi¬ 
gation of aesthetics. L. Laloy's La Musique Chinoise remains an interesting 
study of music ideology, theory, and lore but neglects an examination of 
the technical aspects that relate his claims about cultural context to 
performance. Given that the impulse to integrate various fields of 
knowledge was important in early discussions of music, the segmentation of 
our work into recognized academic disciplines will naturally leave much 
"unfound" between the findings of specialists/ It should be recognized that 


O 

“ Lieberman, Chinese Music. 

0 

° Kaufmann, Musical References in the Chinese Classics. A review of this 
work by Judith M. Boltz is in the Journal of the American Oriental 
Society 100, no. 1 (January-March 1980): 95. 

^ Confronting much the same problem in her investigation of aesthetics, 
Langer wrote: "Here we run into a difficulty in the scholarship of our 
times—the obstacle of too much knowledge, which forces us to accept 
the so-called 'findings' of specialists in other fields, 'findings' that are not 
made with reference to our searchings, and often leave the things that 
would be most important to us, unfound." Philosophy in a New Key, p. 
218. 
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even translations reflect the specialized interests of the translator, through 
the selection of texts, emphasis of documentation and explication, and the 
shaping of semantic "equivalence." Much of value remains to be discovered 
in texts on social philosophy, ritual, and natural science, particularly as 
they relate to each other. 

My acquaintance with the bibliography of this field was guided by two 
interests: the relationship between early literary theory and theories of 
other arts on the one hand; and, on the other, the nature and evolution of 
early science and technology, especially as reflected in theories relating 
man to his physical surroundings. These are two distinct areas of inquiry 
for contemporary sinologists, and the articulation of recent research on 
these subjects reflects that fact. I will argue, however, that these areas of 
inquiry were closely related in the minds of early Chinese thinkers, and our 
ultimate success in understanding either one will depend on our recognizing 
t/ the essential homology of early aesthetic and cosmological theory. It is 
possible to formulate a general and tentative definition of aesthetics from 
early discussions, especially those about music. For the early Chinese, 
aesthetics was a field of inquiry into issues bearing on the mind of man and 
its modes of response to order and pattern in the world outside. The con¬ 
verse issues, outward expressions of order intrinsic to the mind, are given 
less attention in the pre-Six Dynasties period. The body of this monograph 
aims to refine that definition and demonstrate the continuity in both theory 
and style of argument from aesthetic to cosmologic subjects. 

The main sources of information utilized here are texts which record 
discussions and describe experimental explorations of music and sound in 
early China. These sources include myths about the instruments, the 
pitches and tones, and the powers of music; theoretical discussions about 
the physics of music's constituent parts; and exhortations about the proper 
role of music in the art of governance. With some exceptions, they do not 
describe the performance of music, nor is there anything extant in the way 
of scores. I have studied music primarily as an intellectual and speculative 
tradition and secondarily as an experimental and technological area of 
exploration. Much of what early thinkers had to say about the arts is found 
in such discussions of music, and many of their speculations on natural 
processes derive from experiments in acoustics and related mathematical 
computations. In fact, until the Six Dynasties (A.D. 220-589), explicit 
evaluative discussion of the arts was largely confined to music. This is not 
to say that other arts were not of equal importance in practice or that 
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their presence was ignored by early thinkers. The diverse texts from the 
pre-Han and Han periods are filled with materials that have important 
implications for all of the arts, literary, musical, and visual; and the discus¬ 
sions in those texts demonstrate a highly developed sense of the artful 
dimensions of contemporaneous Chinese civilization, including formalized 
rites, martial skills, courtly social intercourse, and eloquent speech.'* But 
of the arts narrowly defined, including literature, painting and sculpture, 
and music, only music is subjected to individual and sustained discussion by 
the classical philosophers and accorded its own chapters in the Han philo¬ 
sophical and historical collections. 

Why is music the preeminent art in the investigation of aesthetics? 
Some explanations are specific to Chinese culture, e.g., the special impor¬ 
tance attached to hearing as the central link between the mind and the 
outside world and the exploitation of hearing and aural sensitivity as a 
metaphor for perspicacity in general. The central importance of sound in 
cosmological speculation will be discussed below. But in Western culture as 
well, discussions of music have been central to discussions of aesthetics 
from the earliest times. Music is at one and the same time an area of 
great appeal to and consummate difficulty for philosophers of aesthetics. 
In Walter Pater's celebrated remark, "All art constantly aspires to the 
condition of music," there is the clear promise that to the extent we can 
understand and discuss the "condition of music," we can understand and 
discuss the condition of all art.** 

Plato, Aristotle, and Horace dealt with music frequently and at 
length as an educational and cultural force. Close parallels to their ideas 


"* There were a number of formulations of the "Six Arts" (Liu—i in 

early China. Among the most common was one pertaining to the six 
attainments of the cultivated gentleman. As preserved in the Programs 
of Chou (Chou-li ^f^), these include both intellectual and physical 
disciplines: the rites, history, computation, literature, riding, and arch¬ 
ery. In the Han they are narrowed to genres of classical learning, includ¬ 
ing the Book of Changes (I-ching the Book of Odes (Shih-ching 

), the Book of Documents (Shu-ching $£), the Programs of Chou, 
the Spring and Autumn Annals (Ch'un-ch'iu jjjJfiU, and Music (Yuehj^S-) 
(History of the Han [Han-shu >3^ife , "Records of Texts" ["I-wen-chih"-^ 
Music was included among the six genres of classical learning 
but was unique in that no classic of music was received by the Han. 

Pater, The Renaissance, p. 135. 
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are found in classical Chinese thought. More recently, aestheticians in the 
West, at least since Schopenhauer, have addressed music from a wider 
variety of perspectives. Schopenhauer's metaphysical speculations about 
music are not without parallels in early Chinese thought, and the same can 
be said about Leibnitz and his mathematical analysis. Susanne K. Langer, 
in her examination of the psychology of the arts and of aesthetic response, 
has focused on music as one of the central subjects for study. In fact, she 
adopted it as the metaphor for her first major project on aesthetics, 
Philosophy in a New Key. In her work, as well, we can find notions with 
parallels in early Chinese thought. 

The difficulties in discussing music objectively are formidable. By 
nature, it is the most transient facet of early culture. As an event, music 
is performed and then gone. It lacks the durability of a work of written 
literature, which can in substance, if not material form, be preserved 
through the ages. And it lacks the durability of painting and sculpture, 
which can be preserved materially, documented secondarily in descriptive 
literature, or preserved through serial replication. Music as a body of value 
and technique is transmitted from master to student, but the true conti¬ 
nuity of the specifics of value and technique are impossible to verify for 
periods before the technology for recording and thereby preserving sound 
existed. Thus, as we explore the history of Chinese culture, much of what 
we are able to say about musical performance and the musical dimension of 
mixed arts is destined to be conjectural, even when such arts are still 
practiced in the modern era. There are classically trained Chinese scholars 
who chant the Tso Commentary (Tso-chuan and living traditions of 

theater that derive from the opera of the Yuan dynasty (A.D. 1279-1368). 
But the current practices, the prompt books, the libretti, scripts, and 
musical scores notwithstanding, most scholars will safely demur when asked 
about the music of the Book of Odes, Han Music Bureau songs (yiieh-fu 
Sung dynasty (A.D. 979-1279) songs (Sung tz'u or Yiian 

drama (tsa-chii If any component of the rituals and entertainments 

of an ancient civilization is to be recovered only partly and with the 
greatest expense of effort, it is the musical. 7 


7 

Elaborate studies have been done on the periphery of musical issues, for 
example, Dale R. Johnson, Yuam Music Dramas: Studies in Prosody and 
Structure and a Complete Catalogue of Northern Arias in the Dramatic 
Style, Michigan Papers in Chinese Studies no. 40 (Ann Arbor: The 
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Further, it is often observed that, of all the arts, music is least 
responsive to verbal description, analysis, and record. Even the known 
music of our time is intractable if we ask, "What does it say?" or "How does 
it work?" While the inadequacy of a verbal description of a musical event 
is manifest, descriptive terminology that has its origins in discussions of 
music has, nonetheless, found wide use for critical description in other 
fields. We describe colors as "loud" and "muted," relations as "harmonious" 
or "discordant," and events as "well orchestrated." In the Poetics, Aristotle 
argues that the instinct for "harmony" and "rhythm" is one of two funda¬ 
mental causes of poetry. Music is regarded as a more essential and valua¬ 
ble form of "imitation" than painting and sculpture, because music, like the 

Q 

activities of the human mind, takes place in time. In early China, the 
term for music itself, yiieh , was widely used as a pun with its 
homograph loJ^.■ , "joy" or "enjoyment"; and such musical terms as 
"harmony" (ho-^a), 9 "resonance" (ying and "gravity" (peijjt.) became 
central to the critical terminology of other arts. 1 ^ 

The problem of verbal description of music is a problem in the nature 
of meaning, and detailed consideration of it is beyond the scope of this 
work and beyond my competence. Still, some comments on meaning and 
affect in music bear mention because they are especially illuminating for 


University of Michigan Center for Chinese Studies, 1980). These focus 
on questions of rhyme pattern, musical mode, and tempo but generally 
do not attempt to describe the music per se, that is, the melodic and 
rhythmic components of the performance. The useful exceptions to this 
demand skillful research, subtle interpretation, and often some degree 
of dependence on living traditions of performance. See, for example, 
Liang, Chinese Ch'in; Pian, Sonq Dynasty Musical Sources; and Picken, 
"Shi Jing Song-texts and Their Musical Implications," pp. 85-109. Some 
of Picken's hypotheses are discussed in the following chapter. 

® Walter J. Bate, ed., Criticism: The Major Texts (New York: Harcourt, 
Brace, and World, Inc., 1952), introduction, pp. 4-5. 

9 In the synonymic equations of the Erh-ya , ho is used as the defin¬ 
ing term for five monomes that are not descriptive of sound and two 
binomes that are (Erh-ya IB.8). 

Some highlights in the development of terminology are reviewed 
below. For a more extended treatment, see my article "Early Chinese 
Music." 
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the major Chinese notions. A cornerstone observation in many theories of 
music is a comparative one to those arts in which a "medium" like 
language, stone, paint, or metal is used. The medium stands between the 
formal system of the art and the phenomena outside the art itself that is 
represented. Music is without a medium in this sense because it does not 
make reference to something outside itself. There are, of course, theories 
of music as a language, a semantic system with some content separable 
from its musical embodiment, translatable into other semantic systems. 11 
Schopenhauer described music as the language of the irrational mind. 
Certain musical sounds, called "sound effects," are identified through 
convention as references to something in the material world, e.g., cannons, 
hoof beats, thunder, and church bells. Just such effects are from time to 
time in the forefront of serious musical culture, for example, the sound 
painting of the romantic symphony. But the object value provided program 
music is always contrived; the referent is usually explained in the title and 
requires the addition of composer's notes or some other explanation to 
inform the listener. The music alone cannot inform the listener of its 
object value. Music is fundamentally nonrepresentative, exhibiting pure 
form not as an embellishment, but as its very essence. 12 In Susanne 
Langer's phrase, music places "practically nothing but tonal structures 
/ before us: no scene, no object, no fact." 12 Zuckerkandl argues that tones, 
V in contrast to ordinary language, are not referential. "What tones mean 
musically is completely one with them, can only be represented through 
them, exists only in them." 1/1 Program music is the easiest kind of music 
to discuss because what it allegedly represents can be described. 


11 For a recent comparison of music and language, see Zuckerkandl, Sound 
and Symbol, pp. 66-71. 

An extreme example of program music, e.g., Leroy Anderson's "Type¬ 
writer Song," might be raised as a counterexample. It is, however, not 
only a very rare kind of music, but, like many forcedly representative 
pieces of music, it uses the object of representation itself to make its 
own sounds. A typewriter, like the cowbells, cannons, and church bells 
of Strauss and Mahler, is quite distinct from the essential instru- 
j2 mentation that characterizes symphonic performance. 

Langer, Philosophy in a New Key, p. 209. 

4 Zuckerkandl, Sound and Symbol, p. 67. 
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It is more than sheer intellectual challenge that draws discussions of 
aesthetics toward music. At least since Pater, the effort to differentiate 
that which is aesthetic from that which is not has focused on form and 
structure rather than on the "stuff" of art. "Stuff" in the case of music 
means modal or rhythmic resources. As Picken writes, "It must be empha¬ 
sized that the fundamental and most distinctive characteristics of music 
are neither modal nor rhythmic (on a small time-scale) but formal." 15 In 
the literature, one finds the expressions "aesthetic form," "expressive 
form," and "significant form" offered as the primary and definitive re¬ 
quirement of art. In Benedetto Croce's words, "The aesthetic fact, there¬ 
fore, is form, and nothing but form." 16 It is mus ic's manifest n nritv of 
form, or total absor ption of ma tter into form, that makes jtJLbe.object of 
contemplation”p ar excellence for the philosopher of aesthetics. 17 The 
claim that form is the definitive element in art is widely accepted as a 
premise in contemporary inquiries into aesthetics. The key to meaning in 
music is sought, therefore, through an examination of its structure, and 
what may be extended from music to other arts is in the realm of struc¬ 
tural analogies. Zuckerkandl, in his study of the psychology of human 
response to music, refers always to the temporal and systematic character 
of musical art, using terms like "system of tone," "dynamic symbol," "tonal 
motion," "time images," and "flowing space." In his argument, what is 
aesthetically significant in music resides not in the individual tones, but in 
the relationship between one tone and another. Though Zuckerkandl re¬ 
veals no knowledge of Chinese theories of the arts, many of his notions find 
close parallels in the discussions throughout this book. 

Other contemporary discussions of music explore the structural 
features in a semasiological context. Leonard Meyer has investigated the 
nature of musical meaning by exploring parallels between musical structure 


N 


(57 

16 


Picken, "Shi Jing Song-texts and Their Musical Implications," p. 109. ^ 
The observation is part of a consideration of three positions on the 
"aesthetic fact," that is, that which is aesthetic about something regar¬ 
ded as aesthetic: the content, the relation of the content to the form, 
or the form. Croce, Aesthetic, chap. 2: "Intuition and Art," esp. pp. 
25-26. 


17 

The history of attention to significant form and the notion of art as 
significant are reviewed by Langer, Philosophy in a New Key, chap. 8: 
"On Significance in Music," pp. 204-45. 
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and other systems of significance that have been analyzed with the re¬ 
sources of information theory.'*'® Hence, Meyer's premises include the 
claim of a triangular relationship between signifying and signified elements 
in musical significance. Meyer allows music a degree of referential mean¬ 
ing through processes of association but is ultimately concerned with the 
unfolding of pattern in the temporal span of performance.^® Other recent 
discussions of music have become highly formalist, with one argument 
advancing a set-theoretical analysis, reminiscent of mathematical linguis¬ 
tics theory, which compares structure at multiple levels and analyzes 

O A 

probability of pattern occurrence. 40 

Following his declaration of music as the perfect art, there are two 
points that Pater elaborated. Within itself, music is unique in that form 
and matter are inseparable, whereas in other arts they are separable to 
varying degrees. In contrast to the poet and landscape painter, the powers 
of the musician are unfettered by matter and objects. In his later writings, 
Pater moved to an extreme position where he argued that music is the only 
discipline in which the artist is wholly free to modulate form without any 
object conflict whatsoever. Outside itself, music is the art that links 
together the infinitely diverse impulses of the cosmos, what Pater calls the 
"perpetual flux." In what is essentially a Pythagorean argument, he sees a 
world, in flux, within which is the unity of a reasonable order. The 
underlying principles are discovered in a search for "an antiphonal rhythm, 


1 8 

Meyer, Music, the Arts, and Ideas. 

I® "Musical meaning arrives when an antecedent situation, requiring an 
estimate of the probable modes of pattern continuation, produces 
uncertainty about the temporal and tonal nature of the expected conse¬ 
quent." Ibid., p. 11. 

In this literature, there is concern about either problems of structure or 
problems of ontology. The central ontological problem is the relation¬ 
ship of the work (which is unique) and performances (which can be 
multiple). For a review of the literature, see Randall Dipert and R. M. 

j Whelden, "Set-Theoretical Musical Analysis," Journal of Aesthetics and 
Art Criticism 35, no. 1 (Fall 1976): 15-22; and a counterthesis in the 
same journal, vol. 35, no. 4 (Summer 1977): 471-73. Meyer presents a 
general critique of "formalism," expressed in statistical theories of 
music and analogies to mathematical models, in the section entitled 
"Formalism in Music: Queries and Reservations," pp. 235-316 in his 
Music, the Arts, and Ideas. 
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or logic, which proceeding uniformly from movement to movement, as in 
some intricate musical theme, might link together in one those contending, 
infinitely diverse impulses." 1 What is involved in the movement is all 
creation, and it is beyond ordinary comprehension; hence, the form, or 
structure, of that movement is pursued by the inquiring mind. 


The points Pater made are worth reviewing because he invokes many 
pi the same elements invoked by early Chinese investigators, who were 
involved with scientific thinking and technological activities. Pater 
extolled the natural science of his day, observing that "those sciences 
reveal types of life evanescing into each other by inexpressible refinements 
of change. These things pass into their opposites by accumulation of 
undefinable quantities." 2 Pondering similar theories of transformation, 
early Chinese thinkers sought to specify the exact transformation, from 
what to what and under what conditions of time and space. The conception 
of such transformations was by no means limited to merely the 
transformation of one thing into another. For example, foodstuffs are 
transformed into particular biological qualities: 

Eaters of grain are intelligent and refined. Eaters of grass are 
powerful, but stupid. Eaters of mulberry make silk and become 
moths. Eaters of meat are brave, but audacious. Eaters of earth 
have no hearts and do not breathe. Eaters of ch'i are spiritual and 

OO 

long-lived. Those who do not eat at all are immortal and divine. 


A prominent example stresses the seasonal rhythm of transformations in 
the "Monthly Ordinances" ("Yueh-ling") chapter of the Book of Rites. In 
the "Monthly Ordinances," for instance, the transformation of "hawks to 
pigeons" is related to the middle of spring, the opening of peach blossoms, 


Walter Pater, Plato and Platonism (1893; library ed., London and New 

York: Macmillan and Co., 1910), pp. 17-18. 

22 Walter Pater, Appreciations (1889; library ed., London and New York: 

Macmillan and Co., 1910), p. 66. 

03 

This widely quoted passage is found in the extant twenty-chapter ver¬ 
sion of Kan Pao's In Search of the Supernatural (Sou-shen-chi 

P^^"S.£j12.300, Shih-chieh shu-chii ed., p. 89), but it was probably 
inserted into that text from other Kan Pao writings by Ming dynasty 
redactors. This statement, which goes on for several hundred words to 
catalogue various transformations in nature, and similar discussions are 
known as "Discourses on Transformation" ("Pien-hua lun" ^ -ifcj 
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and an entire system of correlates more or less synchronous in nature's 
clocked processes/ Transformations of one thing into another were of a 
predictable nature and occurred within a predictable time frame. A normal 
avenue of scientific inquiry, then, was the determination and refinement of 
those specifics, the development of a complex taxonomic classification 
that followed the tropical year and branched throughout the phenomenal 
world. At the same time, a desire for parsimony, evident in the 
enunciation of principles, motivated the search for comprehensive and 
uniform principles encompassing the myriad transformations. Human 
processes being part of cosmic processes, the principles applied uniformly 
to human and nonhuman phenomena. 

Pater understood art as an intensely human enterprise, but he, too, 
saw in music a fundamental order common to both the human mind and 
other ordered processes of nature. Early Chinese speculative thinkers 
seemed especially committed to the identification of a fundamental order 
in music and the pitches that could be applied uniformly and comprehen¬ 
sively to all the processes of nature that took place in time. 

From the more narrowly focused standpoint of aesthetics, Pater 
attributes music's superiority to other arts to its temporal dimension. 
Human feelings, he argues, transform in time, and, of all the arts, music is 
most capable of imitating that process of transformation. This argument 
is, in essence, an elaboration of Aristotle's claims for music and must be 
addressed in any comprehensive treatment of aesthetic problems. 25 The 
temporal dimension of music was important for the cosmos-music-mind 
correspondences that early Chinese thinkers sought to define. But it 
creates for the aesthetician the same problem transformation theories 
create for the natural scientist. The obvious path for inquiry is to deter¬ 
mine and refine the specific relations between music and feeling. In China, 
classical and Han thinkers labored over just such systems of "correlation." 

But the simple experience of music, especially interculturally, has 
always confounded attempts to associate a particular piece, a genre of 


"Yueh-ling," pp. 7b, 11a. 

See, for example, "Configurations in Space and Time Not Based on 
Qualitative Relations," chap. 3 in Stanislaw Ossowski, The Foundations 
of Aesthetics, trans. Jarina and Witold Rodzinski (Warsaw: Polish 
Scientific Publications, 1978), esp. pp. 26-29, where Ossowski discusses 
rhythm. 
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music, a key or mode, or a chord with particular feelings on a one-to-one 
basis. A sensitive connoisseur of a baroque mass might not react at all to a 
passionately stirring moment in Japanese nagauta. Langer subscribes to 
the essential definition of music as orderly change in time, but she refines 
the notion of the connection between music and human feeling by arguing 
that music represents the morphology of feelings. A determined one-to- 
one correspondence between a particular musical moment and a particular 
feeling cannot be reliably established. But the structure of feeling and the 
processes of change can be represented. That is to say, music tells us "how 
feelings go."^® Music is articulation, and the central act of music, and of 
all art in time, is the creation of syntax, of meaningful arrangement. - 
This is essentially the premise of Zuckerkandl when he argues that the 
relation between tone and emotion is dynamic in process, either moving 
toward or moving away from something. 8 

The problem of the universality of musical experience was confronted 
by philosophers in the classical period. As early as Confucius, there are 
extensive comments on the differences between regional musics; and of all 
the arts with a heritage of orthodoxy, music seems to have been the most 
conspicuously vulnerable to outside influence. Instruments, tunings, and 
songs from the border areas are known to have enriched the performance 
practices in the court. In contrast to the literary arts, official machinery 
for music was established to introduce musical innovations and to oversee 
the training of performers at least since the Han dynasty Music Bureau. 
The exposure to a variety of musical traditions must have impeded efforts 
to establish music : feeling correlates in the same way that it taxed efforts 
to maintain the discipline of traditional orthodox forms. Though there 
were strong claims for the predictable correspondence between music, 
feeling, and numerous other correlates, some skepticism is evident in 
classical texts, and the same problems that Langer has considered were 
dealt with explicitly by no later than the third century A.D. Hsi K'ang 
y^(A.D. 223-62), for example, denied that a particular note or piece of 
music had the same effect on all listeners and yet acknowledged the ca¬ 
pacity of music to evoke strong feelings. 


26 

Quoted from a brief, but provocative discussion of Langer by Donald 
Davie in his Articulate Energy, p. 7. 

^ Langer, Philosophy in a New Key, pp. 204-45. 

Zuckerkandl, Sound and Symbol, pp. 60-62. 
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The discussion of art itself, either generally or in reference to a 
particular culture, is no more tractable than that of music. The study of 
Chinese aesthetics in the West has developed very gradually and is only now 
beginning to accelerate. Key primary texts in literary theory and painting 
theory have been known for some time, though they were largely read 
through the translations and adaptations of pioneering translators. Because 
of the extraordinary demands they make on language skills, the early poems 
and essays in which ideas about aesthetics are explored are usually very 
difficult to translate. With the luxury of more text-worthy scholars than 
the field has known before, we now see more and closer contact with 
important works on the theory of art spawning a new interest in aesthetics 
and a higher order of confidence in addressing the broader issues. What 
work has been done has dealt primarily with literature, using both literary 
and critical-theoretical sources, and secondarily with visual arts, using the 
object, descriptive writings, and theoretical writings. There has been 
almost nothing about music and aesthetics, in spite of the importance of 
music in native philosophies of art in both China and the West.' 29 Reasons 
for this can be suggested. First, of the Six Arts (as fields of learning), only 
music does not have an extant classical text. Whatever slings and arrows 
of misfortune we might imagine assaulted the existence of archaic manu¬ 
scripts, the absence of a classic of music is culturally significant. At the 
very least, it indicates that no known text was felt to be an exhaustive 
statement on the subject, worthy of canonization. This state of affairs 
leaves sinologists without even a disreputable text, like the Book of 
Documents or the Programs of Chou, with which to begin. We are in much 
the same situation as the Han redactors and compilers of the "Book of 
Music," having to reconstruct a canon from the bits and pieces of all known 
texts, earlier and later, and trying to sort consistent from contending views 
in order to position everything meaningfully on the circuit of prevailing 
theories. Even the "Book of Music" is burdened with textual flaws and 
variants that have not been fully scrutinized by scholars, and the dating of 
the work is the subject of widely varying opinions. 

Not being a musicologist, I justify this essay on music by regarding it 
( ns an opportunity to investigate theories of aesthetics; that is, an opportu- 
nity to investigate the relationship among theories of music, aesthetics, 


29 


An exception to this is a pioneering comparison of Chinese and Western 
music theories by Munro, Oriental Aesthetics, pp. 21-23. 
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and cosmology in early China. This approach will simplify the discussion of 
aesthetic theory because it derives a unity of analysis from the strong unity 
of perspective on art and existence exhibited by the early Chinese. To the 
extent that highly specialized discussions of philosophy of art lose sight of 
that unity, they risk losing intelligibility for many readers. Theories of art 
ultimately return to theories of creation and existence. Wallace Stevens 
expressed it succinctly in "Three Academic Pieces": 

The accuracy of accurate letters is an accuracy with respect to 
the structure of reality. 

Thus, if we desire to formulate an accurate theory of poetry, we 
find it necessary to examine the structure of reality, because reality 
is the central reference for poetry.^® 

The unity of perspective apparent in the aesthetic and cosmological / 
theories in early China is manifest in the unity of terminology. A broad 
discussion on aesthetics will necessarily focus on the "Way" (Tao ^), just 
as would a broad essay on the nature of the cosmos. Other words, e.g., 
"configured energy" (ch’i and "representation" (hsiang ), would 

likewise appear in both discussions. This unity.terjujnp.logy is reflected 
in recent interpretations of early China, for example, James J. Y. Liu's 
chapter "Metaphysical Theories" in Chinese Theories of Literature and 
Frederick Mote's chapter "The Beginnings of a World View" in The 
Intellectual Foundations of China. The problem will always remain to 
define and explain the key terms in the ancient texts, because they are in 
fact the only keys to understanding the theories. Because music had an 
experimental tradition associated with it, it can contribute to our under¬ 
standing of key terms from a perspective as yet unexplored by modern 
sinology. 

The primary textual sources for the study of early music divide into 
two types of material: analytic-discursive (argument) and illustrative- 
narrative (lore). The influence of theory is evident in both argument and 
lore. Discursive texts and narratives are found in all periods. Typically, 
they are attuned to different concerns, with the discourses of one age 
laboring over the narratives of a former age and the narratives of one age 
adumbrating the discussions of a future age. The influence of several 
theoretical positions is present in each age, and that makes a chronological 


30 


Stevens, "Three Academic Pieces," in The Necessary Angel, p. 71. 
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presentation of the material uninformative. Similarly, dividing the mate¬ 
rials generically reveals more about the development of writing than it 
does about music. I will divide the subsequent discussion into a number of 
substantive areas that reflect, but do not follow precisely, chronological 
and generic distinctions: (1) archaeological and textual records of the' 
earliest known performances; (2) early music theory and legend; (3) larger 
contexts of music theory and the application of music theory; (4) idealized 
concepts of performance, especially with the c h'in zither; and (5) general 
discussion of music and aesthetics in early China. 



CHAPTER II 
An Early Performance 


Until the era of Ts'ao P'i £ (A.D. 187-226) and his contributions 
to literary theory, texts about art were deeply involved with music and 
sound and discussed them in distinct ways. Some focused on the Book of 
Odes, addressing the musical and literary components of its contents with¬ 
out differentiation. Some spoke generally of sound and acoustics, consider¬ 
ing the sources of sound, ways of classifying the qualities of sound, the 
origins of pitch standards, the "piping" of the heavens, and the power or 
virtue of sound. Still others spoke explicitly of yiieh, which in its early 
meaning encompassed a range of performed music, including dance, mime, 
and other ritual and festival activities. 1 Dancing (wu ) and singing 
(ko^fe.) appear with some regularity in early oracle-bone and bronze 
inscriptions, demonstrating that they played a recognized role in ritual and 

O 

official functions. 

At least since Hsiin-tzu's time, when yiieh was discussed at length it 
was construed as a complement to li, "ritual." As such, it was seen largely 
in moral terms, promoted as the most efficient means of transforming the 
people and the most accurate means of gauging the morality and morale of 
society. But on balance, the character for yiieh is infrequently used in 
classical China prior to the "Book of Music." With the exception of sec¬ 
tions in the Hsim-tzu and the Chuang-tzu jji -f, yiieh is less prevalent and 
less important than its homograph lo, "joy" or "enjoyment." 


1 More will be said about yiieh and its etymology below. In terms of prac¬ 
tice, Kenneth Robinson argues that yiieh meant "cheerful noise" in clas¬ 
sical times and included a range of percussion sounds, dancing, and 
gestures. See his "New Thoughts on Ancient Chinese Music," p. 31. 

^ Chow Tse-tsung, "T he Early History of the Chi nese Wor d Shih J^PoqU'x)!’ 
in Wen-lin: Studies in the Chinese Humanities, ed. Chow Tse-tsung 
(Madison: University of Wisconsin Press, 1968), p. 152. 
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In the "Canons of Shun" ("Shun-tien" of the Book of Documents, 

Shun appoints K'uei ^ to be his music master and then makes the 
following pronouncement: "Poetry expresses intent, . Singing extend s 
speech, and soun d f ollows th at extension. The pitches make the sound 
harmonious. When the eight instrumental timbres are in accord, one does 
not encroach upon the place of another. Thus spirits and men are also in 
accord."'' This brief excerpt places music in a superior position to poetry 
in terms of expressive potential, an idea that was expanded and recited in 
most major works on poetry or music until the T'ang dynasty. The best- 
known elaboration of it is the "Great Preface" ("Ta-hsii" of the Mao 

edition of the Odes. This work, probably written by Wei Hungf^f ^(first 
century A.D.), is often cited as the locus classicus of the idea: 

Poetry is where the intention goes. Within the mind, it is inten¬ 
tion; issued forth in words, it is poetry. Feelings are stirred within. 
Their external form is in words. When words are not enough, feelings 
are expressed with exclamations. When exclamations are not enough, 
feelings are extended in song. When extending them in song is not 
enough, feelings are expressed unconsciously with waving [lit., "danc¬ 
ing"] hands and bouncing feet. 4 

This paragraph assembles the four activities in a group with a common 
Ursprung, then puts poetry, exclamation, song, and dance in a series of 
increasing expressiveness. Not only is this particular series quoted time 
and again, but the idea of placing genres, subgenres, instruments, poets, 
painters, and artists in a list according to their expressive potential, signi¬ 
ficance, artistry, and so forth, becomes a common strategy in literature on 
the arts. 


3 

There are three sections about K'uei the music master and about music in 
general early in th eShu-ching. These are variously included in either the 
"Shun-tien" or the "Kao-yao mo" I have generally followed 

Karlgren's arrangement of the text and use his translations below. 
Karlgren, Book of Documents, pp. 6-7, 11-12. For another set of transla- 
tions, see Kaufmann, Chinese Classics, pp. 22-24. 

For a discussion of the authorship of this passage and another translation, 
see Chow, "Shih (Poetry)," pp. 157-58. A provocative analysis of the 
"poetry" and "intent" relationship is found in Peter A. Boodberg, "On the 
Semasiology of Chinese Poetry and Thought," one of Boodberg's "Cedules 
from a Berkeley Workshop in Asiatic Philology," reprinted in the Tsing- 
Hua Journal of Chinese Studies, n.s. 7, no. 2 (August 1969): 34-35. 
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In spite of widespread comments in early texts about the importance 
of music, textual recQ jds-pjLaarlv perform ances ace, rare. Furthermore, the 
noteworthy ones we do have are not objective descriptions that would 
provide for reconstruction of the music. Rather, they give us fleeting hints 
about the music and slightly more detail about the context of the perfor¬ 
mance. The main function of the narratives is to use the music and the 
performance event to illuminate i_n_ a moral light their particular historical 
moment and the historical figures involved. This is consistent with the 
function of classical narratives generally. 

The texts of the Odes, the Tso Commentary, and the Analects provide 
clues to the nature of Odes music and the manner and significance of its 
performance. The Book of Odes is the earliest received text in which there 
is any material of specific musicological value: 

Hammering the bells—jingle, jingle, 

Strumming the ch’in zither, strumming these, 

The reed flute and stone chimes—all blend in tone. 

Performing the Ya and playing the Nan, 

Even the short flute holds its own.® 

The Tso Commentary records a visit by Duke Cha 43 , fourth son 

of the king of Wu, to Duke Hsiang ^ 4\ of Lu. Lu, being the most "cor¬ 
rect" state of the time, was regarded as the protector of orthodox music, 
and the passage is a unique record of a musical performance of the Odes. 
The ceremonial visit of Duke Cha took place in 543 B.C. (Duke Hsiang, 
twenty-ninth year, par. 12). After what is described as an enjoyable visit 
with Shu-sun Mu-tzu Duke Cha requests that they listen to a 

performance of various musics. The text describes the singing of the airs 
of the states, the "Kuo-feng" f§j section of the Odes, and then the 
singing of the remaining sections, the "Hsiao-ya" , "Ta-ya" and 

"Sung" . The traditional praise of Duke Cha's statesmanship notes that 


5 Shih-ching, Mao edition, no. 208. The translation is my own and differs 
somewhat from those of Waley and Kaufmann. I take ku-chung as 

a verb-object, "hammering the bells," rather than as two nouns, "drums 
and bells," to make the syntax consistently parallel in the stanza. See 
Waley, Book of Songs, p. 140; and Kaufmann, Chinese Classics, pp. 24- 
30. A se is a larger zither than the ch'in. The reference to Ya and 
Nan has been taken as a reference to sections of the Shih-ching itself, in 
which case this poem is a description of selections from the Shih-ching 
being sung with musical accompaniment. 
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by listening to the music he learned of the mo ral climate in a i ) of fh P 
states. Reflecting on this passage, Picken comments that at the moderate 
rate of ninety words/beats per minute, a complete performance of the Odes 
would require ten to fifteen hours, and he expresses skepticism that the 
performance ever really occurred. 6 Nothing in the text precludes the 
possibility that only selections were sung from each section, which would 
have made a more feasible performance. On the other hand, the Tso 
Commentary account goes on to list a continuation of the performance 
with the ceremonial musics of the sage-rulers. The full section deserves 
translation because it is expressive of the mid-Ch'un-ch'iu comparative 
perspective on both musical and moral qualities of the airs of the various 
states. 

The request was made that they listen to Chou music. So Shu-sun 
Mu-tzu had the performers sing the Chou-nan airs |g] ft] and the 
Shao-nan airs g j^j . Cha said, "Beautiful! It is the starting of a 
foundation still left incomplete. Yet the music is encouraging and 
not at all resentful." 

They sang the airs of P'ei tfcJ3 , Yung j|j5 , and Wei for him. 
Cha said, "Beautiful! Very profound. It is somber, but not depress¬ 
ing. I have heard that the virtues of K'ang-shu Efafx of Wei and Duke 
Wu ’3^ 'a may be linked to these airs of Wei." 

They sang the airs of Wang ^ for him. "Beautiful!" Cha said. 
Thoughtful, yet not timorous. This was the Chou having moved 
east." 'MW'* 

They sang the airs of Cheng Jijf for him. "Beautiful!" Cha said. 
"In intricacy they have gone too far. The people will not be able to 
endure, so Cheng will be the first state to vanish." 

Then they sang for him the airs of Ch'i ^. Cha said, "Beauti¬ 
ful!' These have the sweep of great airs. It was their great ruler who 
won distinction by the eastern sea. This state is beyond measure." 

Then they sang for him the songs of Pin jdfy . Cha said, "Beauti¬ 
ful! Their expansive qualities are enjoyable, but they are given to 
abandon. This, too, was the Chou having moved east." 

Then they sang for him the airs of Ch'in Cha said, "Beauti¬ 
ful! This is the sound of a glorious establishment. Being thus 


Picken, "Shi Jin g Song-texts and Their Musical Implications," p. 90. 
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gloriously established, they grew and grew to great size. Is it not the 
old place of Chou?" 

Then they sang for him the airs of Wei "Beautiful!" said Cha. 
"Full-flowing sound, vast yet graceful. It is dramatic, yet it moves 
with facility. With the aid of their virtue, the lords of Wei will be 
bright." 

Then they sang the airs of T'ang % for him. Cha said, "Deeply 
thoughtful! Are not these people what remains of the lines of T'ao 
}£j and T'ang? Were it not so, could the feeling of concern extend so 
far? What people could have achieved this without the legacy of 
T'ao's and T'ang's virtue?" 

Then they sang for him the airs of Ch'en . Cha said, "When a 
state lacks a ruler, can it survive for long?" From the music of Kuei 
Cp to the end of the airs, he offered no critique. 

Then they sang the "Hsiao-ya" for him. "Beautiful!" Cha said. 
"They are thoughtful, but not complaining; aggrieved, but keeping 
their peace. Is there decline in the virtue of Chou? These are still 
the people who have come down from the former kings." 

Then they sang the "Ta-ya" for him. Cha said, "Vast! Glorious! 
The songs wind about, yet [the thrust of] their composition is 
straightforward. This is the virtue of King Wen ." 

Then they sang the "Sung" for him. Cha said, "The ultimate! 
These songs are straightforward, but not overbearing. They wind 
about but do not bend over. When pressing near, they do not crowd; 
when moving afar, they do not drift away. They move, but within 
bounds; they repeat but do not bring on boredom. They make one be 
attentive but do not make one worrisome. They are enjoyable, but 
not in an uncontrolled fashion. They are useful, but not consuming; 
they are vast, but not shouting; giving, but not wasting. They are 
taking without hoarding, managing without smothering, forthcoming, 
but not dissipating. The five sounds harmonize and the eight winds 
are in balance. The rhythm is measured in a disciplined and orderly 
way. It is in full accord with virtue at the height of its bloom." J 


The "eight winds" may be either a reference to the eight "timbres," or 
instrumental voices, discussed below or a reference to the influence of 
the "airs" of surrounding areas. 
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After that, Cha watched dances accompanied by ivory pipes and 
southern-style short flutes, and he said, "Beautiful! Yet, still it is 
regrettable." When he watched them perform the Grand Dance of 
King Wu, he said, "Beautiful! Chou at its very zenith was like this." 

When he watched them perform the Shao-hu dance the' 

Yin king T'ang frK ], he said, "This displays the greatness of the 
sage. Yet it is shameful that his very virtue is what made difficulties 
for the sage." 

When he watched the Ta-hsia dance f^[of Yii he said, 

"Beautiful! Laboring away without assuming merit—who but Yu was 
capable of such refinement?" 

Then he watched them perform the Shao-hsi dance [of Shun 

. Cha said, "This is virtue at its very extreme! Just as there is 
nothing beyond heaven's canopy and nothing reaching beyond the 
support of earth's surface, a virtue of whatever height could not add a 
bit to this. This is all a person need witness. If there be other music, 

I would not dare ask to hear it."® 

The original Spring and Autumn text only mentioned the visit of Duke 
Cha to Lu. The commentary is the only documentation of this kind of 
performance of the Odes in the sixth century B.C. It reveals the regional 
(and hence generic) preferences of the commentator for the Ya music of Lu 
over the music of Cheng, in particular. It shows the high degree of specific 
correspondence seen between types of music and public morality and mo¬ 
rale, and it shows the immediate apprehension of morality and morale by 
someone sensitive to the music. It names the historical musical genres 
credited to the sage-rulers of high antiquity, and, finally, the passage re¬ 
veals something of particular aesthetic qualities that were held in esteem. 
Toward this last end, it introduces over two dozen descriptive terms that 
were used to criticize the works or the performance. All of these were 
areas of interest to classical and Han historians and theorists. 


In an effort to reconstruct features of the music in such a perfor¬ 
mance, Picken makes a number of assumptions based on his familiarity with 
the Odes, later Chinese music, and liturgical music in other traditions. He 
views the verbal text as "indissolubly wedded to musi cal l(nqs'l : music is not 




For a somewhat different translation, see Legge, The Chinese Classics, 
5:549-50. 
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seen as an attachment to or accessory of lyrics with an independent exis¬ 
tence.' He envisions a music sung in strict and evenly measured time, with 
one syllable (and therefore one graph) allotted one beat, and with a 
predominantly four-beat line suggested bv the preponderance of four- 
syllable lines in the Book of Odes texts. 1 * 1 With a series of statistical 
analyses, he compares the texts of the airs of the various states, infers the 
extent of the variety and irregularity in the accompanying melody, and 
offers a tentative explanation of what "intricacy" (hsi IsS) meant, the 


single most negative term in Duke Cha's lexicon of critical terminology 
with which he described the airs of Cheng. Picken writes, "In the degree of 
irregularity exhibited by the songs, Cheng ... is characterized by a high 
degree of irregularity." 11 Picken sketches a vague, yet intriguing picture 
of how a performance of the Odes might have sounded. 

Our ability to fill in the details of such a picture has improved unex¬ 
pectedly with several important archaeological discoveries in recent 
years. In March 1978 a large cache of musical instruments was excavated 
from the tomb of a Marquis Yi of Tseng , located in Hupei's Sui 

County. The sealing of the tomb has been convincingly set at 433 B.C. by 
archaeologists on the basis of dates engraved on excavated items and 
epigraphic analysis of the inscribed texts. 12 The region is the area of 
ancient Ch’u, the remote southern state to which Ch'ii Yuan was exiled and 
where he collected his Songs of the South (Ch'u-tz'u MM ). 

Within the tomb were one hundred twenty-fourmusical instruments, 
including drums, flutes, mouth organs, zithers, a thirty-two-chime litho- 
phone, and a sixty-four-piece bell set. The bell set is the largest and most 
fcomplex discovered to date, and the instruments are, on the whole, in 
remarkably good condition. The find is evidence of the variety of instru¬ 
ments in circulation only one century after the Tso Commentary report of 
Duke Cha's trip. The intricate cast-relief on the grand hanging bell set, the 


Q 

.. Picken, "Shi Jing Song-texts and Their Musical Implications," pp. 89-90. 
1U Ibid., p. 87. 

11 Ibid., p.103. 

For general background on the tomb, see Ch'iu Hsi-kuei, "Tseng Hou-i 
mu ti wen-tzu tzu-liao," p. 25. On the basis of historical records, the 
state of Tseng was not known prior to the excavation, but the location 
of the tomb and the inscriptions on the largest bell make clear that it 
was in or adjacent to the territory annexed by Ch'u. 



26 


slender and elegant dragon feet at the base of the meter-high chime stand, 
and the ornately carved and glossy lacquer body of the five-foot long se 
zither help conjure up an image of the orchestra before which Shu-sun Mu- 
tzu and Duke Cha might have sat. 1 ^ 

In each family of instruments there is a variety of pieces. There are 
a number of different drums covering a range of sizes and playing tech¬ 
niques. The zithers range from five to twenty-five strings, and they vary 
considerably in degree of sophistication, craftsmanship, and technical 
maturity. The variety in each family is suggestive of significant regional 
differences in instruments and instrument-making technology. It is quite 
possible that as Duke Cha listened to the airs of different states, special 
instruments appropriate to each region were added for their respective 
selections. 

Inscriptions on the bells and chimes total more than four thousand 
characters. These have provided information on the musical theory and no¬ 
menclature of twenty-four hundred years ago, which had all but been lost 
until the excavation. Of great interest are the comparative data for the 
pitch systems of various regions. Different terminology is used for the 
pitch gamuts of Ch'u, Chin, Ch'i, and Chou, which attests to a degree of 
regional independence in the musical development of these ancient states. 
Complex nomenclature is used to describe the different pitches, the inter¬ 
vals, and the octave levels in this great span of bells, prompting a reas¬ 
sessment of the sophistication of archaic music theory. Finally, due to the 
number of bells in the set and the remarkable dual-pitch capabilities of the 
bells, musicologists have been obliged to reconsider their assessment of the 
complexity of modal resources in archaic Chinese music and the extent to 
which bells could participate in melodic performances. The scales 


13 

For illustrations of a number of the most important instruments recov¬ 
ered from the Marquis of Tseng's tomb, see Lei-ku-tun fa-chiieh-tui, 
"Tseng Hou-i mu fa-chiieh chien-pao," pp. 1-24. Of particular interest 
are the se zither (insert pi. 8.3) and the lithophone (pi. 21). The stand of 
the lithophone is original, but the stones themselves had disintegrated 
and have been reconstructed. Exquisite photographs of a selection of 
treasures from the tomb are found in Out of China's Earth: 
Archeological Discoveries in the People's Republic of China, ed. Qian 
Hao, Chen, Heyi, and Ru Suichu (Peking: China Pictorial; New York: 
Henry N. Abrams, Inc., 1981), pp. 45-55. 
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themselves differ from the orthodox system described by late Chou and 
early Han theorists, suggesting again a considerable variation of standards 
from area to area. Study of the dedicatory inscription has made clear that 
the bells were a formal gift presented by the king of Ch'u, and they were to 
find "eternal" use as ritual implements. There has not been any discussion 
as yet about what the repertoire might have been for the musicians who 
performed with these instruments. Although the Sui County tomb site is 
far removed from the ancient state of Lu, it is possible that many of the 
instruments resembled what would have been found at the Lu court of Duke 
Hsiang. 

The critical terminology used by Duke Cha is difficult to interpret 
because its usage is not corroborated in similar contexts elsewhere in the 
Tso Commentary or in other archaic texts. Because they are often used in 
pairs, the terms have clear positive or negative senses. One term names a 
virtuous quality, the other the same quality taken to excess. It is good to 
be "straightforward" (chih jfL )> but not good to be "overbearing" (chu ); 
"thoughtful" (ssu ), but not "timorous" (chii ffj ?); and "winding about" 
(ch'il d? ), but not "bending over" (ch'u ). Embellishment is praised, but 
wildness or abandon is criticized. Enjoyment is allowed, but only when kept 
within proper bounds. From the entire series of comments there emerges a 
preference for simpl icity of surface, for balance and equality in measure , 
and for symmetry. No distinction is drawn between the music and the 
lyrics in Duke Cha's critiques; the_ aesthet jc -U.nitV-.of ■.ihe..,Derfomi.anae- is 
preserved and judged as a whole.. The expression of critical terms in pairs 
or larger _ sets~BecoiK , es'"T^c5 : iaracteristic of later theory and criticism. 
Virtues of the artistic act or object are seen in balance with their particu¬ 
lar failures, usually excesses of the same qualities. 



CHAPTER III 

Music, Hearing, and the Mind 


The interaction between music and public spirit that so occupied 
Duke Cha became the major concern of Confucian thinkers in their discus¬ 
sions of music. The relationship between music and the people had many 
facets. The music performed under the auspices of the ruler—for both 
ritual and entertainment purposes—had a moral influence on his popu¬ 
lation. The theme of mus ic as an instrument of mor^l_edy_cation,was often 
mentioned by Confucius, according to both the ^Analects and the Book of 
Rites. It was first developed at length in sustained discourses by Hsiin-tzu 
and Han-fei-tzu -f?4^ and subsequently canonized during the early Han 
in the "Book of Music" chapter of the Book of Rites and the "Treatise on 
Music" ("YUeh-chih" & ) in the Records of the Grand Historian (Shih- 
chi). The perception of music as a spontaneous expression of public senti¬ 
ment or(barometer'Y>f the spirituaT coffdition"’6T-the p'ebpTe*Ts’ , pdrVasiveT 
Confucius used it as justification tor studying the Odes, and it was subse¬ 
quently used as the rationale for establishing official bureaus commissioned 
to collect songs outside of court and introduce them into courtly enter¬ 
tainments. In the very degenerate states, music clearly reflects that 
degeneracy, though a highly articulated explanation of the details is not 
extant. By and large, the use of sound and music for diagnostic purposes is 
a matter of esoteric knowledge, whether it be a revelation of public spirit,' 
a measure of the strength of an approaching army, or a portent of the 
destiny of a ruler and his state. ^ 

In the middle and late Chou texts, discussion of music centered 
around questions of morality and morale. By the Han, the inquiry into the 
interactive nature of music was broadened to include acoustical theories in 
the context of natural philosophy. Han thought reflected an element of 
empirical activity as well. The central concepts of music bore on theories 
of cosmology and aesthetics from two different perspectives, the moral and 
the acoustical-numerolo gjcal. They are mutually illuminating areas of 
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concern in the earlier texts. In many ways, the investigation of acoustics 
was a natural result of the desire to improve musical instruments. But the 
thinking about acoustics, mostly in the context of numerological systems, 
was mandated by the cosmic significanee_ j/xiP.Uted to sound jand the moral 
£fficasyJLmputed_t.o music. Moral and acoustical theory are never closer 
than in the Myriad Dewdrop Commentary on the Spring and Autumn Annals 
(Ch'un-ch'iu fan-lu) of Tung Chung-shu, a text that strove to synthesize as 
much of the moral and acoustical knowledge inherited by the early Han as 
possible. The two perspectives t ended to separ ate after the early Han, 
with acoustical physics occupying the more vitalintellects. —' " 

Apparently, music attracted broad interest because it could be used 
to demonstrate i nteraction between physica lly separate entities. By anal¬ 
ogy, the potential for remote interaction was imputed to other situations. 
The music of both court and street linked the lord and his people. The 
music of the sacrifice linked grateful descendants to the spirits of their 
ancestors. The music of the rituals linked the ruler with the powers of 
heaven. It was music that bound together the most intimate of friends. In 
the absence of anyone else, music provided for the lone wanderer an in¬ 
tense communion with nature. It was an instrument by which the techni¬ 
cians and mediums exerted control over ghosts and demons, and birds and 
other bearers of future knowledge communicated with diviners and sages. 
Moral theories defined in general terms the nature of music and its influ¬ 
ence, seeking historical proof for the transforming influences of music and 
discussing its historical and regional varieties, recommending some things 
and proscribing others. Theories of acoustics took a more analytical look 
at the foundations of music, the tones and the pitches, and the exact rules 
governing the interactions and eventually contributed to precise theories of 
cosmos and history. 

Given the range of possible uses of musical theory, few influential 
classical thinkers failed to give it some, if not always substantial, discus¬ 
sion. Most spoke of it favorably; there is no general condemnation of music 
in the classical canon. The Analects contains over two dozen references 
praising music for its potential moral and educative influence. Mencius 
emphasized the influential rather than the diagnostic role of music, making 
that facet of it the cornerstone of orthodox Confucian thought on the 
subject. Lao-tzu and Chuang-tzu explored the mysteries of natural 

and human sounds and, with sustained metaphors of piping, voice, and 
music, penetrated somewhat deeper than Confucian thinkers into the 
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mysteries of the mind, music, and nature. Mo-tzu is unique in his apparent 
antagonism toward music, but his antagonism is directed specifically 
against the opulence of aristocratic entertainments and rites, not music per 
se. In fact, he observes at one point, "Now if musical instruments were for 
the benefit of the people, I wouldn't venture to condemn them."^ In both 
moral and physical theory, the discussion of music had become quite elab-_ , 
orate by the Han, and it was in fact recognized as th e freely madulating /' 
system that re ve aled prin cipl es of orde r in diverse events.. to borrow 
Pater's notion. Music understandably appealed to early Han thinkers, who 
were devoted to the pursuit of intelligible patterns in the "perpetual flux." 
Music, the uniter, would become a kind of intellectual "philosopher's stone" 
for them. The early Han scholar was burdened by a great mass of learning 
and argument from pre-Han times but was tormented by the fear that the 
wholeness of that learning was lost in the Ch'in bibliocaust and that the 
significance of the most germinal classical utterances had been corrupted 
by the passage of centuries. The Han scholar was at the same time inno¬ 
cent of any notion of intellectual specialization and sought some key to 
bring into wholeness._the_s.um of human knowledge with which he felt com¬ 
pelled to deal^JThe ear^Han^is a watershed for theo ries of music,, the best 
vantage point from which to look either forward or backward. In the 
discussions that follow, texts from the early and late Han are interspersed 
with earlier texts because their comp ilers were engaged in the reconstruc¬ 
tion and analysisof ideas with roots inaritlqtiTty! ’ 

Before turning to the technical details oftone and pitch systems, two 
underlying issues must be addressed. First, there are metaphoric elabora¬ 
tions pertaining to the mind of the sage scattered throughout early writ¬ 
ings. These are important in understanding the role of sound and music. 
Second, there are particularized meanings of the term ch'i as it was used in 
discussions of sound and pitches. 

Efforts to describe man's spiritual and intellectual achievements 
resort to terminology and metaphors that pertain to more readily describ- 

able sensory capabilities and sensible reality.. Sense organs~ar e. tak en. _ 

synecdoc h es for th e whole mind, in much the same way that neurologists 
explore general neurological function by examining accessible and easily 
stimulated retinal cells. In the West, in fact, favoritism for the eye as the 
metaphoric window to the mind is an ancient strategy. We speak of "men 


1 


Watson, Mo-tzu, p. 111. 
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of vision" and are familiar with the irony of the "blind seer." I can think of 
no examples of "men of hearing" or "deaf listeners." We describe people"as 
"bright" or "enlightened," ideas as "clear" or "visionary," and the lack of\^ 
learning as being "in the dark," much as Plato compared understanding to a 
cave fire or the sun. In the Timaeus, Plato wrote, 

The sight in my opinion is the source of the greatest benefit to us, 
for had we never seen the stars, and the sun, and the heaven, none of 
the words which we have spoken about the universe would even have 
been uttered. But now the sight of day and night, and the months and 
the revolutions of the years, have created number, and have given us 
a conception of time, and the power of enquiring about the nature of 
the universe; and from this source we have derived philosophy, than 
which no greater good ever was or will be given by the gods to mortal 
man.^ 

The English word "vision" is etymologically related to "wit," "wisdom," and 
"wise," demonstrating the linguistic underpinnings of the family of eye 
metaphors for the mind. 

In China, a different situation prevailed. In Pan Ku's Comprehensive 
Discussions of Virtue in the White Tiger Hall (Pai-hu-t'ung te-lun), written 
circa A.D. 80, his discussion of the sage (sheng-jen begins with the 
following paragraph: 

What is meant by the term sheng in sheng-jen ? Sheng : sage is 
what connects things; it is the Tao; it is sheng : sound , There is 
nothing to which his Tao does not connect and nothing on which his 
illumination does not shine. By listen Ing-lo go.undsy-he kno ws the 
nature j af thiq ggj^ 

The connection described by Pan Ku was made no later than the late classi¬ 
cal period. In describing the sage, the Spring and Autumn Annals of Mr. Lil 
(Lil-shih ch'un-ch'iu) says, "[The sage] listens to the sound and understands 
the 'winds.' " It credits the sage with the ability to hear tiie-t'soimdlggs 
_sound.'.h_ "The sage hears the soundless." 5 The Huai^nan-tzu likens the 


^ B. Jowett, trans., The Dialogues of Plato, 2 vols. (New York: Random 
House, 1937), 2:27-28. 

5 Pai-hu-t'ung te-lun 2.15. 

4 Lil-shih ch'un-ch'iu 6.6b. 

5 Ibid., 18.6a. 
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interaction of the people and their sage-ruler fo a sound and its echo: "The 
empire follows the rule of a sage like an echo follows its sound."® Hsu 
Shen's ‘srf etymological dictionary Explaining the Graphs and Explicating 
Their Combinations (Shuo-wen chieh-tzu iMf ^ ) defines "sage" as 

t'ung i§_ : to pi pe, con neg^.pc.jianalisfi^.. And Ying Shao's collection of 
essays,~ Penetrating Popular Ways (Feng-su t'ung-i), provides a functional 
explanation of the link between the sage and sound: "Sheng : sage is 
sheng : sound. It bespeaks the fact that the s age hea rs_souuds and under;, 
stands the nature of things." 

The logic of Pan Ku's paragraph and these other arguments depends 
partly on the appearance of the ear radical (erh Jf , no. 128) in both 
sheng : sage and sheng : sound. The same radical is found in ts'ung , 
a word that evolved into the contemporary term for perspicacity from the 

Q 

original sense of good hearing or an acute ear. 

The proximity of archaic pronunciations of several graphs that incor¬ 
porate the ear radical suggests that the radical was phonetic as well as 
etymonic in sheng : sage, sheng : sound, and ts'ung : perspicacious. A 
philological study of this group, employing new information from the Lao- 
tzu text recently discovered in the Ma-wang-tui tombs, makes a convincing 
argument for-anralternate pronunciation of the ear radical that would have 
it as arffoitiony fliJor "sage" and associate it with other words with the ear 
radical, including t'ing "hear." On the basis of the philological mate¬ 
rial and a reliew of important early textual contexts, a suggested, etymo¬ 
logically tra: isparent rendering of sheng : sage was "audient," or "aurally 
perceptive."' Othe r impo rtant words that relate - to'TnTn^'oF^TritellecTar^ 
..derived from.-musia_.aqd..sou nd e tymons. For example, i -% : intent, con¬ 
structed by placing yin ^ : tone over hsin i\V : mind, is defined by Hsu 

Kl#j 


8 


Q 


Huai-nan-tzu 9.2b. 

This remark is attributed to the Feng-su t'ung-i but is not in the extant 
version. See Feng-su t'ung-i t'ung-chien iff. (Peking: 

Centre Franco-Chinois d'Etudes Sinologique, 1943), p. 94. 

"The acute ear of the music master K'uang, without the pitchpipes, could 
not determine correctly the five tones." Mencius, chap. 4: "Li-lou" 

jSME.v. i. 

William G. Boltz, "Comparative Notes on the Pelliot and Ma-wang-tui 
Manuscripts of the Lao-tzu" (Paper presented to the Thirtieth Annual 
Meeting of the Association for Asian Studies, Chicago, 1978). 
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Shen: "Z is intent; it comes from 'tone' and 'mind.' Words [expressed 
outwardly] are examined to know [inner] intent." 


The consummately refined sensory skill of the sage was his hearing; it 
was perhaps the most important means by which his sagacity was made 
apparent to the world . He had i Mja^Uily.iaiiearJJifi_fa intest tones, d istin- 
,£UtS-h-the fine st interv al^.aMJudge..tie-subtle sl^aualitieTof timb~re T~The 
point is nicely reflected in the "Hsiao-chih" ^ Whistling pointers]: 


In ancient times, there were those-wH^roamed about the Su-men 
Mountains. 10 Sometimes they would hear the sound of the phoenix. 

St. The phoenix tones were the very sound of beauty and breadth, no 
different from the phoenix itself. There are those who cannot hear 
' the tone of the phoenix. How were the wanderers of Su-men capable 
of getting to know the phoenix's voice? Whoever would seek its sound 
should hereafter know that it is precisely the immortal's long 
whistle. 11 


Long, pend a nt ears were an ex ternal sigiLof the sa ge. According to 
an apocryphal commentary on the Spring and Autumn Annals, "The ears are 
signs of the mind." 1 ^ Ko Hung discusses the vision of Lao-tzu conjured up 
in the meditations of the immortality seeker and notes that Lao-tzu had 
ears some seven inches long. 11 Lao-tzu's ears were a frequent issue of 
speculation, and other texts credit him with "ears of three portals." 14 


10 A mountain range in Honan. 

11 "Hsiao-chih," in T’u-shu chi-ch’eng Hail'll7^ , "Ching-chi-hui" M'tft 

[Polity section], "Yiieh-lii tien" Jg 4^-$Z-[Canon of music and 
pitches], 76.45b. For a different translation, see Edwards, "Principles 
of Whistling," p. 226. 

1 ^ Quoted from the apocryphal text Ch’un-ch’iu yilan-ming pao tL 

■ / °i r Sj [Primal destinies in the spring and autumn annals], in the T'ai- 
p'ing yii-lan, p. 1812. The Jull extant text is reproduced in the Han- 

13 hsiieh-t'ang ts'ung-shu [Han Studies Hall collectanea]. 

Pao-p’u-tzu [Master embracing simplicity], Ssu-pu pei-yao ed., 

nei-p’ien, 15.6b. Translated in James R. Ware, Alchemy, Medicine, and 
Religion in the China of A.D. 320: The Nei P'ien of Ko Hung (Pao-p'u- 
tzu) (Cambridge: M. I. T. Press, 1966), p. 256. 

The Lai-hsiang-chi [Records of Lai-hsiang], quoted in the 

T’ai-p’ing yii-lan, p. 1812. Lai-hsiang is a village noted for an important 
shrine to Lao-tzu. See Chin-shu, p. 2469. The full text of the Lai- 
hsiang-chi is in the Han T’ang ti-li-shu ch’ao ]% Copies 

of the geographical works from the Han to the T'ang]. 
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Among the most ancieijLsages associated with music and the playing of the 
ch'in was Wu Kuang/^% described in his biography as a "Hsia dynasty 
man, with ears some seven inches long."^ Large dangling ears were recog¬ 
nized by physiognomists as a sign of sagacity and nobility. The association 
was so well known that it was the subject of humor by the T'ang. 

The emperor said [to Li Chung-ch'en] : "Sir, you have large ears, a 
sign of nobility." 

Chung-ch'en replied, "I have heard that an ass has large ears and a 
dragon tiny ones. Though I have large ears, they are but the ears of 

an ass!" ' 

1 a 

The emperor was amused. 

For metaphors in this vein, hearing plays a role in early China anal¬ 
ogous to that of vision in the Western tradition. It is not that either is an 
exclusive metaphor for mental attainment or superiority. Vision and vi¬ 
sion-related concepts, especially ming s^j: illumination, are found widely in 
classical discourse. Bu_j_J.he.£ars~-and-,sound-play-a-ratliej:jTi. o re dominant 
jr <fl e_in earlv-Chifiese discours e, and there developed a family of related 
_terms ^hat are important in discussions of sound, music, and sagacity. 
Sheng : sound, sheng : sage, ts'ung : perspicacious, and t'ing : hear are com¬ 
parable to "vision," "wise," "wisdom," and "wit." We might expect the 
concepts of harmony and discord to serve a comparable metaphoric func¬ 
tion to brightness and darkness, and the idea of supernal pitch and piping to 
that of divine illumination. 

Examples in which the pervasiveness of this metaphoric referent is 
illustrated are recurrent through much of the classical texts. Perhaps the 
best-known is Confucius' description of the stages of his own spiritual 
development. 

The master said, "At fifteen I established my will to learn. At 
thirty I stood [on firm ground]. At forty I lost all doubts and at fifty 
knew the mandate of heaven. At sixt y my ear was attuned. And at 


15 From the biography of Wu Kuang in the Lieh-hsien-chuan 5'] 

[Biographies of immortals]. For a translation, see Lionel Giles, A 
Gallery of Chinese Immortals (London: John Murray, 1948), pp. 18-19. 

^ Li Chung-ch'en g, lived during the reign of Te-tsung (A.D. 779- 

805). Chiu T'ang-shu, p. 3942. 
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seventy, to be decorous was to obey the dictates of my heart. I could 
never breach the rules."^ 


We might expect the master to say that at sixty his vision was clear, and 
the reference to his ears would indeed be puzzling without an appreciation 
of the metaphoric importance of hearing. Sound achievers are sages. In 
Chuang-tzu's "Discussion on Making All Things Equal" ("Ch'i-wu-lun" 

"Sitr), Yen Ch'eng Tzu-yu asks Tzu-ch'i what preoccupies his attention. 


r 





\ 



Tzu-ch'i said, "You do well to ask the question, Yen. Now I have 
lost myself. Do you understand that? You hear the piping of men, 
but you haven't heard the piping of earth. Or if you've heard the 
piping of earth, you haven't heard the piping of heaven." 

Tzu-yu said, "May I venture to ask what this means?" 

Tzu-ch'i said, "The great clod belches out breath and its name is 
wind. So long as it doesn't come forth, nothing happens. But when it 
does, the ten thousand hollows begin crying wildly. Can't you hear 
them, long drawn out? In the mountain forests that lash and sway, 
there are huge trees a hundred spans around with hollows and open¬ 
ings like noses, like mouths, like ears, like jugs, like cups, like mor¬ 
tars, like rifts, like ruts. They roar like waves, whistle like arrows, 
screech, gasp, cry, wail, moan, and howl, those in the lead calling out 
yeee!,‘ those behind calling out yuuu! In a gentle breeze they answer 
faintly, but in a full gale the chorus is gigantic. And when the fierce 
wind has passed on, then all the hollows are empty again. Have you 
ever seen the tossing and trembling that goes on?" 

Tzu-yu said, "By piping of the earth, then, you mean simply [the 
sound of] these hollows, and by the piping of man [ the sound of ] 
flutes and whistles. But may I ask about the piping of Heaven?" 

Tzu-ch'i said, "Blowing on ten thousand things in a different way, 
so that each can be itself—all take what they want for themselves, 
but who does the sounding?"^-® 


^ Analects, chap. 2: "Wei-cheng" v. 4. 

Watson, Chuang-tzu, pp. 36-37. For another translation of the text, see 
A. C. Graham, "Chuang-tzu's Essay on Seeing Things as Equal," History 
of Religions 9, nos. 2-3 (November-February 1969-70): 150. 



37 


In the Huai-nan-tzu and the Spring and Autumn Annals of Mr. Lii, 
there are numerous comments on the sage, his hearing, and his music, most 
of which speak to the great sensitivity of the sage's ear, his ability to hear 
t he faintest music _£y.en soundl ess mu sic, and h issk iljjn. j nt erpr.etingJhe_ 
nature of things bv hearing their sounds. The claim for superior aural 
reached from the^ofty"sages of the Taoist classics VlKtrie v)&^ tb 
ihe hufnble and oft-maligrjefTcliviners, mediums, and magicians of the early 
Six Dynasties. Kuan LuXj^j|^of the Three Kingdoms Wei made his reputa¬ 
tion as an auspicator, a diviner of bird calls, whose extraordinary hearing 
was recognized as a child and marked him as a "spirit youth" (shen-t'ung 
Divination by means of sounds has a continuous history extending 
back at Ieast'to" ThfTJ'so iYiliT&tittiPf. Armies are appraised by the sound 
(usually inaudible to most people) of their approach; the tones of the winds 
foretell major events; bird calls are analyzed for their prognosticatory 
import; voices are studied as physiognomic clues; and pitches are analyzed 
to determine surnames. Some of these techniques will be considered below 
with my analysis of correspondences. To this point, we have seen examples 
of piping, pitches, sounds, and animal calls—not even music as yet—around 
which a rather remarkable body of lore accumulated. 

Music and sound were related to underlying philosophical concerns 
through the idea of ch'i. 19 Ch'i^a very simple notion, but the term was 
committed by early writers to a diverse array of functions. This is not to 
say that it was casually defined and carelessly adapted. Its broad use is 
(ndicative ofJ.t.s_jrnportaq£e as the_nexus of. ma m.Jifeasiof-PhiloVophlcar' 
inquiry. ^Whereas the varied contexts in which ch'i is used may challenge or 
‘"conFoSnd the would-be translator, they provide shadowless illumination of 
the term's meaning to the scholar of primary texts. In contemporary usage, 
the majority of compounds using ch'i have meanings related to air. The 


19 

I have already used the term "configured energy" as a translation for 
ch'i. Ch'i is a fundamental term in music, aesthetics, and cosmology, 
and it deserves special handling. "Configured energy" is a translation 
offered by Manfred Porkert in The Theoretical Foundations of Chinese 
Medicine. Porkert has a thoughtful, dialectic way of rendering difficult 
terms and variously translates ch'i as "configured energy" and "energet¬ 
ic configuration," depending on the particular medical context with 
which he is dealing. I will transliterate the term here, reasoning that 
using different translations appropriate to the different contexts would 
obfuscate the unity of the original term. 
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second and third most common meanings are related to energy and to inner 
qualities of the mind, the latter including facets of spirit, inspiration, 
temperament, and character. In the earliest textual discussions of music 
and sound, the meanings of ch'i are associated with experiential reality. 
Ch'i is air in motion, with the emphasis on it s ener getic, pntentiaLan d ready 
com mut ability^ This includes air as a medium for sound waves; air as the 
energy transmitter and the vibrating medium for pipes; air as wind; and air 
as breath. Air in motion, wind, and breath are associated in Chuang-tzu's 
speculative "explanation" of the P'eng flfjjsj bird's seasonal migration: 

When the P'eng makes his seasonal migration to the Southern Sea, 
the waters are roiled [by his great wings] for three thousand li. He 
gathers together a swirling column of air and soars upward on it, 
ninety thousand li. His going is the air-motion of the six-month 
winds, the shimmering heat, traces of dust, the air-motion in which 
living things share breath. 2 ® 

Much of the early discussion of sound and the pitches is empirical. 
For those in early China who sought to test the physical nature of ch'i, air 
in motion provided something to detect, assay, and quantify. It provided 
the simplest demonstration of "remote interaction" (transmission of energy 
through a fluid medium) and "transformation" (e.g., transducing of lung 
power to sound). In ch'i laboratories of the late Chou and early Han, schol¬ 
ars constructed long tuning zithers, cut precise resonating pipes, pulverized 
the finest pith-soot, and cautiously blended metals for bells to mimic jha^ 
c osmic pitche s. 

Extant records of the efforts to explore the physical nature of sound 
and ch'i are sporadic until the early Han. The concerns they reflect are 
clearly more ancient concerns, though more ancient records documenting 
experimentation are scattered and uncertain. One could argue that the 
burden of the experimental tradition as it matured in the Han was to prove 
what had been claimed by moral philosophers and cosmological speculators 
from the earliest times. The fascination with ch’i in the senses I am discus¬ 
sing is closely related to the claims for sound already mentioned, including 
its ability to transmit for ce^or influence _fmm oneLthing.t o another with out _ 
apv visible connection; its ability to communicate between regions, 


20 


Chuang-tzu, chap. 1: "Hsiao-yao yu" if^gijFree and easy wander¬ 
ing] , p. lb. For another translation, see Watson, Chuang-tzu, p. 29. 
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b etween realms (of the living jand the dead), and between earth and heavenj 
and its ability to influence them or§i hfihavi or-ofc.ind i vid u^sorlor-socie-ties- 
as a whole towa rd virtue 'Or_yice. What else but the wind itself could be 
seen and heard in its power from afar and at the same time felt close at 
hand? As the "Great Preface" to the Odes observes, "The 'airs' [of the 
states] are the wind. It is the wind that sets things in motion." 



Music is the means by which the sage stirs heaven and 
earth, moves the ghosts and spirits, shepherds the multitude of 
men, and completes the natures of all diverse things. 


Feng-su t'ung-i, p. 1439. 



CHAPTER IV 
Classical and Han Theory 


We have noted some features in the metaphoric elaboration of the 
sage's mind and some particular refinements of the meanings of ch'i. What 
were the kinds of distinctions the sage could hear? How was sound divided 
in order to perform its diverse functions? The Han Chinese penchant for 
building great systems of "regularities" is evident to any scholar of that 
period. The systems of tone and pitch were among the earliest and prob¬ 
ably the most central in conception; and they proved to be so persuasive as 
patterns of order that they were employed by speculators as systems of 
logic in their own right. But unlike many of the Han systems, those of tone 
and pitch were constrained by their actual involvement with the perfor¬ 
mance of music. The fact that they were verifiable systems enhanced their 
relevance and appeal. At the same time, it retarded any sproutings of 
speculation beyond the range of what was verifiable. In studying them, it is 
important to keep in mind that tone and pit ch systems had a_ dual_jaturfi— 
one that was primarily acoustical (experigntial) and provided the basis for 
the creation of musical instruments and composition, and one that was 
primarily numerolo gica j. (abst ract-) and provided the framewor klor correla- 
tive systems of 


There is a basic fivefold division of sound, the wu-yin named 

consistently in Han texts kung r t? , shang "j ^ , chiao , chih and yil 
. This particular order, which is a significant sequence, is found in 
virtually all of the transmitted textual examples dating from the Warring 
States period or later. It is an orthodox set, related to conceptions of 
orthodoxy in both music and theory. Interestingly, archaeologists have 
uncovered records of variant names and sequences of pitches and tones that 
had all but been expunged from the transmitted texts. 1 


1 Huang describes the order of the wu-yin on the Marquis of Tseng's bell 
set as e (?) yii, kung, shang, and chiao. He identifies this as a se¬ 
quence concurring with that recorded in the Kuan-tzu -, "Ti-yuan" 
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The wu-yin, a term which I translate as "five tones," are thought to 
have originally differentiated several qualities of sound, including, but not 
limited to, the pitch relation of one to the others in the series. These 
qualities might have included volume, articulation, composition of harmon¬ 
ics—-in short, qualities we might describe as timbre. 2 Needham and 
Robinson state that by the fourth century B.C., the wu-yin had evolved into 
normal terms for the five relationships of the pentatonic scale. Recently, 
archaeologists studying stone and ceramic hsiin -ijj, ocarina-like instru¬ 
ments that have been found in a large number of sites dating back to the 
neolithic and Yang-shao cultures, have argued that the five tones were 
recognized as a tone system at least as early as the Shang. 5 Care must be 
taken in describing the five tones, for they are not to be construed as fixed 
pitches but are rather a "movable doh scale.By this description, the five 
tones comprised a s ystem of five relatq w ithout any predetermined pitch 
and only of intervaljic sip-nifiqflnce. When any one of the five was fixed 
with a keynote, the entire group was fixed with respect to pitch and be¬ 
came a mode-key, i.e., a distinct performance group of five tones. In the 
second century B.C., Cheng Hsiian provided a mathematical descrip¬ 

tion of the five tones: kung as tonic, shang 8:9 (major second), chiao 4:5 
(major third), chih 2:3 (fifth), andyii 3:5 (sixth). 5 


as opposed to the orthodox sequence recorded in the hil-shih 
ch'un-ch'iu, for example. This important bit of evidence authenticates 
the Ch'un-ch'iu origins of at least some of the Kuan-tzu material. The 
system of theory inscribed on the bell set also records a large number of 
additional notes and differentiates between octaves by prefacing a ta cK. 
to the tone name in the lower octave and a shao to the tone name in 
the higher octave. Huang Hsiang-p'eng, "Tseng Hou-i mu ti ku yiieh-ch'i," 
p. 35. 

2 Needham, Science and Civilisation in China, vol. 4, pt. 1, pp. 140-41. 

5 The hsiin, variously called hsiian or t'ao-hsiao f£] , have been 

restored, sounded, and subjected to oscilloscopic pitch analysis. Al¬ 
though on the basis of artifacts now in hand it is impossible to determine 
with certainty how systematic were the three-, four-, and five-tone sys¬ 
tems prior to the Shang, Lii Chi reports a striking uniformity of the tonal 
ratios in instruments dating as far back as the neolithic. Lii Chi, "Wo- 
kuo wu-sheng yin-chieh," pp. 54-61. 

^ Needham, Science and Civilisation in China, vol. 4, pt. 1, pp. 157-63. 

5 The ratios refer to fractions of a string or pipe length, the whole of 
which generates the tonic. 
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The unfixed Dit eh-iovol-of the five tones was an important character¬ 
istic for cosmological speculators, one which permitted imaginative exten¬ 
sion ofjhem i n corre lati on with the_five^phases (wu-hsing'~S^). However, 
in practice they were fixed to a certain extent, a necessity imposed by 
fixed-pitch instruments such as bell sets. The fifth-century B.C. bells from 
the tomb of the Marquis of Tseng (hereafter, MT bells) have the five tones 
inscribed on the fronts of the bells. This not only confirms the inclination 
to fix the tones; it has also revealed the extent to which the theoretically 
perfect pentatonic scale was expanded, at least in the Ch'u-area orches¬ 
tra. Many of the pitches the bells are capable of sounding are recognized 
as "expansion," "changed," or "exchanged" pitches (pietx ^), something 
purists regarded as a corruption of the system. These are inscribed with 
combination names, like kung-chiao r j£ > JS} , indicating that they were con¬ 
ceived as either intermediate pitches created to make a six-tone or seven- 
tone scale possible, or adjusted pitches, an effort at tempering the scale to 
make more modulation possible within the mode-key system. The latter 
point will be discussed in more detail below. The MT bells also have anoth¬ 
er distinct individual tone name, ho tj$) an early form of : harmony, 

which names an interval of a fourth, indicating that the fourth was felt to 
be as basic an interval in the tonal system as any in the original set of 
five. 6 At least a six-tone, if not a seven-tone, scale was well established in 
the Marquis's region by the fifth century. In the received textual tradition, 
there is little disagreement with the instruction that orthodox music be 
limited to the five tones and the charge that the use of more intervals was 
corruptive. The inscription on the MT bells proves that the "intricate" 
music of Cheng described by Duke Cha could have been played on them and 
suggests that the dogma expressed in the Confucian texts was already a 
reaction against the use in performance of a six- or seven-tone scale. CThe_ 
existence—of more complex tone sys tem s th an the_five__t 2 n.es. is further 
substantiated by the ceramic hsiin . 1 


° Huang Hsiang-p'eng, "Tseng Hou-i mu ti ku yiieh-ch'i", p. 36. 

Over twenty hsiin found in Yu-men, Kansu, in 1976, which are indivi¬ 
dually capable of producing four tones but can collectively produce a 
heptatonic scale. Whether this proves the systematic use of a heptatonic 
scale or insufficient technology to make the instruments uniform is 
unclear and will require the discovery of more instruments for analysis. 
Single hsun capable of sounding a six-tone scale that predate the Han 
have not been found. See Lii Chi, "Wo-kuo wu-sheng yin-chieh," pp. 58- 
59. 
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In contrast to the wu-yin fivefold division of sound is the gamut of 
twelve pitches, the_twelve lii . The twelve pitches are a chromatic- 
pitch gamut in just intonation, believed to be absolute inv ariahip^anri 
related to s tandards of cosmic authorityr Like the five tones, their 
sequence was significant, and*’ Tn'the"or!hodox lists, each was assigned a 
name.** The fundamental pitch, the "yellow bell" (huang-chung), was 
immutable in theory, but it was not always known with precision to man¬ 
kind. The jj&pd-pitch level pf Jhe.twjelve.pitcbesjvas an impor tant chara c- 
teristic fgiLth.eori§ts r permitting imaginative extension of them in correla- 
tion with the-.twelyg,„ or twenty-four divisions of the tropical year. As 
standards, the twelve pitches were duplicated irT6eIlsj"nThoph6nes, pipes, 
strings, and, according to the conjecture of some scholars, jade disks. 
Control of the twelve pitches, exemplified by the possession of high-quali¬ 
ty, credible tuning instruments, was an important sign of the authority to 
govern. 

The key to maintaining the accuracy of the twelve pitches was the 
yellow bell, the lowest pitch. Once the yellow-bell pitch was known, the 
others could be generated by careful division on a string tuner. The degree 
of confidence about the accuracy of the yellow-bell pitch varied, in much 
the same way that certainty about the significance of passages in the 
Spring and Autumn Annals varied. Certifi cation or recovery of th e 
yellow-bell pitch was an issue qf imperial conc ern du ring_theJan-andJtliS__ 
source of vigorous deb ate and discussion at jy.urt. The remaining eleven 
pitches in the gamut were generated from the yellow bell by calculating a 
spiral of fifths. An algorithm called the "Three-Part Subtraction-Addition" 
(San-fen sun-i =. {zifj H) was employed to make possible the generation of 
the spiral within a single octave. Although the twelve pitches are often 
related in early writings to pitchpipes, the actual determination of the 


o 

The significance of the names is a matter of uncertainty that may be 
clarified by archaeological finds. The orthodox nomenclature for the 
twelve pitches and the other systems is recorded in the Chou-li, probab¬ 
ly the earliest extant record of them. In the central section of the 
"Spring Offices" ("Ch'un-kuan" the music offices, instrumenta¬ 

tion, orthodox systems, and ritual programs for the court are described. 
9 See, for example, the "Yiieh-ling" section of the Li-chi (chilan 6) and the 
Huai-nan-tzu, chap. 3. 

Kuttner, "Archaic Chinese Jades," pp. 25-50. 
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gamut appears to have been done with string tuners called chiin. Two 
variant characters are used, chim -i—} : equal division and chim : standard 
weight (both *kiwen, GSR 391c, e). The words illustrate the importance 
attached to regularity and precision in the calculation. The claim that 
string-generated pitches were the primary standard was originally a hypo¬ 
thesis based on the relative simplicity of dividing strings as compared to 
pipes. But the claim has been convincingly supported by the MT bells. The 

inscriptions on a number of those bells make explicit reference to stop 

1 o 

positions on the zither boards by which they were tuned/" To develop the 
twelve pitches, a string length and tension were set to sound the yellow- 
bell pitch. The string length was then divided into thirds and decremented 
by one-third. This, in turn, was divided into thirds and either decremented 
or incremented, whichever would keep the product within the octave, that 
is, between the original string length and one-half its original length. More 
simply stated, the string length was repeatedly multiplied by either two- 
thirds or four-thirds, the former being known as "inferior generation" and 
associated with yin processes, the latter being known as "superior 
generation" and associated with yang }^ processes. There are two se¬ 
quences created in this process. One is the sequence o f half-tone qsc en.-- 
sion, step by step from low note to high note. The other is the sequence of 
g eneration , the order in which the tones are produced in the cycle of 
fifths. Both had scientific significance and enriched the inventory for 
numerological speculation. According to their method of generation, the 
pitches were divided into six yin and six yang, respectively known as lii 
and lii ^ . Conveniently, the yin and yang pitches alternate in both the 
sequence of ascension and the sequence of generation. Coordinated to the 
divisions of the year, the sequence of ascension follows the temporal 
progress of the months. The sequence of generation is 11-6-1-8-3-10-5-12- 
7-2-9-4. Each step moves forward by seven months or back by five, thus 
alternating between odd and even numbers and complementary seasons of 
the year. The yellow bell was fixed at the winter solstice, establishing a 
permanent relationship between the twelve pitches and time as marked by 
the cosmic clock. 


11 GSR numbers refer to Karlgren's Grammata Serica Recensa. For 
details on the chiin tuners, see Needham, Science and Civilisation in 
China, vol. 4, pt. 1, pp. 185-86. 

12 Huang Hsiang-p'eng, "Tseng Hou-i mu ti ku yiieh-ch'i," p. 35. 
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In theory, the twelve pitches did not make a scale on which music 
could be played. Rather, each of the twelve provided a pitch level at which 
one of the five tones could be set for the establishment of a mode-key and 
the performance of music. ^ The twelve pitches were merely initializing 
sounds, used only to begin a performance and fix the position of the mov¬ 
able pentatonic relata. In the Tales of the States (Kuo-yu the 

process of sounding a bell to start a performance is called "moving the 
sound" (tung-sheng 1^). ^ This statement exploits the graphic and 
phonetic proximity of chung bell (*tiung, GSR 1188z) and tung : 
move (*d'ung, GSR 1188ml. JJTi^^flctLlg^o£-a^p££f.ormance was a powerful 
act of just authorit y that had precedents in the mytholog y of high 
antiqui ty. Control over the moment and pitch at which the music began 
was control over the entire performance. 

In practice, the playing of any fixed-pitch instrument tuned to the 
twelve pitches in more than a single mode-key was problematic. The 
twelve pitches were calculated in precise just intonation. The pitch of the 
highest note was considerably sharper than a perfect octave achieved by 
halving a string, and the intervals between adjacent tones were uneven. As 
a result, only the initializing pitch could be sounded harmoniously in any 
given mode-key. Only for the mode-key created by initializing kung at the 
yellow-bell pitch would the other four of the five tones fit the gamut. In 
no other case would there be perfect correspondence between the five 
tones and available pitches in the gamut. Hence, no other mode-key could 
be played perfectly on the gamut. 

Any of the twelve pitches could initialize any of the five tones to 
make a distinctive mode-key. Thus, sixty mode-keys were possible with 
fundamentals within the octave defined by the twelve pitches. This cycle 


13 

I have adopted the term "mode-key" to describe the performance sys¬ 
tems, following Robinson and Needham. The use of the terms "mode" 
and "key" require qualification. As used here, "mode-key" describes the 
sixty systems of tones possible with all arrangements of the five tones 
and the twelve pitches. For further explanation, see the excellent 
article by Powers, "Mode," pp. 376-450, esp. p. 442. There is greater 
detail in Pian, Song Dynasty Musical Sources, tables 2-4 (pp. 46-49, 52- 
53), pp. 43ff. 

14 Kuo-yii, "Chou-yu" [Tales of Chou], 3.12a; cited in Needham, 

Science and Civilisation in China, vol. 4, pt. 1, p. 169. 
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of s ixty possible mode -keys was ^recognized no later than the early Han,^ 
when it was discussed in the Huai-nan-tzu. The mode-keys were identi¬ 
fied by combining a name from the five-tone series, e.g.,kung, with a name 
from the twelve-pitch series, e.g., huang(-chung) : yellow bell, to make 
kung-huang . This was analogous to the sexagenary-counting 'cycle 

created by combining the name of a heavenly stem (t'ien-kan with 

the name of an earthly branch (ti-chih ). The process by which the 
sixty mode-keys were fQr me.cLaxliau.sted the j?enjlulaJa^j?XAJnoxaWe_a^ 
a fixe? order of si gns. This kind of manipulation was common in early 
numerology because it was believed to reflect the nature of phasic cosmic 
processes. It was a dimension of musical theory that must have been i 
particularly appealing to speculative philosophers. ^ 

That there should be so many mode-keys possible in theory, yet only 
one playable on a fixed-pitch instrument, was a great challenge to instru¬ 
ment makers. Whereas in theory a neater and more compatible system 
than the five tones, twelve pitches, and sixty mode-keys could hardly be 
imagined, in the performance of music the just intonation of the twelve 
pitches disabled bells, chimes, and pipes in same the way just intonation 
disabled keyboard instruments during their early life in the West. Without 
some accommodation, accurate musical scales could be performed only by 
variable pitch instruments, e.g., zithers and the human voice, or confined 
to the monotony of a few mode-keys. In terms of performance, there were 
three possible responses to this situation, all of which ran a course: impov¬ 
erishment, elaboration, and compromise. The sixty mode-keys could only 
be a theoretical possibility; although ritual regulation ostensibly restricted 
the choice and number of mode-keys, the real limitation in the actual 
performance of music was the instruments. As we have seen and will 
continue to see, in the most orthodox music there was a strxing.incli.nflli on 
toward re ductionnnTH eJ.nulnbcr^oTIjlavfitOiotes.nnd..mode^keys. The 
Tr^ograms^ofchou, for example, allows only eight of the possible sixty 
mode-keys in prescribing those to be used at the three most important 
ritual functions: the winter solstice, the summer solstice, and ancestral 
sacrifices. According to a Sung record of music lore, during the Sui dy¬ 
nasty (A.D. 589-618) ceremonial music was performed in only a single 

1 fi 

mode-key, the kung-huang. 


1 C 

Needham, Science and Civilisation in China, vol. 4, pt. 1, p. 161. 
16 Ibid. 
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A second response was the attempt to build instruments capable of 
just intonation for all the mode-keys. There is no indication that such 
instruments were ever made for performance, but there is a continuous 
history of experimental tuners that were designed for high-accuracy exten¬ 
sion of the cycle of fifths to various lengths. Full half-tone scales devel¬ 
oped from each of the twelve pitches would require one hundred thirty- 
three bells, a seemingly impracticable number. Microtonic experiments 
were carried out, but they were confined to strings, and we have no evi¬ 
dence of behemoth bell sets ever being attempted. Judging by the men who 
pursued these experiments, the interest of the microtonic experimenter 
was apparently theoretical, that is, not performance-oriented. The first 
notable example is Ching Fang '% , an early Han cosmologist and physi¬ 

cist whose numerological commentary on the Book of Changes was a popu¬ 
lar diviner's handbook for centuries. Ching Fang designed a ten-foot long 
tuner, the great length of which permitted accurate division of the strings, 
which he called a chun : standard. By means of the algorithm described 
above, he achieved sixty degrees of pitch within the octave. In the fifth 
century, similar experiments were conducted by Ch'ien Lo-chih 
who carried the process out to three hundred sixty pitches. 17 

Refinements to that degree would exceed the discrimination of all 
but the finest ears, and instruments would be impractical in terms of 
complexity as well as size. A third response was to temper the scale, that 
is, to find approximations for pitches that would allow a single pitch to 
serve for two or more mode-keys, even though it might not be a precise 
pitch in any mode-key. An equally tempered scale would establish a true 
octave and divide it into equal steps, providing a scale of equal intervals 
between any pitch and its adjacent pitch. This development occurred in the 
West and has made keyboard and orchestral music possible since the ba¬ 
roque. Musicologists have demonstrated that equal temperament was 
discovered in China by Chu Tsai-yii whose New Theories of Pitch 

Study (Lu-hsueh hsin-shuo was published in 1584. 18 Up to the 


1 7 

"■ Needham, Science and Civilisation in China, vol. 4, pt. 1, p. 219. 

Kenneth Robinson, A Critical Study of Chu Tsai-yil’s Contribution to the 
Theory of Equal Temperament in Chinese Music (Wiesbaden: Franz 
Steiner Verlag, 1980); and Robinson's contribution in ibid., "Sound 
(Acoustics)," vol. 4, pt. 1, pp. 126-228. For a critical review of 
Robinson's interpretations, see Bell Yung's review of his book in the 
Journal of Asian Studies 40, no. 4 (August 1981): 775-76. 
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time of Chu Tsai-yii, we can surmise that several other approaches to 
temperament were tried. In the tenth century, Wang P’u took the 

difference between a perfect octave and the octave established by a spiral 
of fifths (that difference known as the Pythagorean comma) and distributed 
equal fractions of it over the eleven intervals to obtain twelve tones span¬ 
ning a true octave. By at least the fourth century, theorists recognized 
that the perfect octave, not the cycle of fifths, was the key to tempera¬ 
ment.^® The theoretical writings constitute a rather sporadic record of the 
struggle with temperament needs, and study of them has not revealed much 
about what instrument makers were actually doing. 

The MT bells have further revolutionized thinking about both the 
performance role of bells and temperament. Clearly, the bells were not 
simply initializing instruments to establish the pitch and begin a piece; they 
were played throughout the performance as a voice in the orchestra. The 
bell makers had a remarkable solution to the temperament problem. First, 
the set was simply expanded to sixty-four bells instead of twelve. Second, 
and most remarkable, each bell was designed to sound two fundamental 
pitches depending on whether it was struck on the "lip" (sui-pu ) or 
the "waist" (yu-ku-pu A dual fundamental is not possible with a 

round bell, no matter how it is struck. The MT bells are made of a curved 
back plate and a curved front plate that are joined at sharp side ridges. 
This design permits two fundamental axes of vibration and the capacity to 
sound two "parallel" pitches. This parallel tone capacity is not uncommon 
in Shang and Chou bells, with the pitch relationship between the lip tone 
and the waist tone varying from a major second to a minor third. Given the 
paralle l pitch capab ilities, a set such as the MT bells had a theoretical 
potential of one hundred twenty-eight tones. Study of the vibrating fre¬ 
quency has shown that the bells were not tuned to perfect cycle-of-fifth 
pitches developed from the twelve pitches; they were adjusted with comma 
fractions that made them playable in more than one mode-key. 29 The lip 
tones provide the basic five- to seven-tone scale, and, with the waist notes 
added, there is a respectable half-note scale for nearly three octaves, 
playable in half of the possible mode-keys. 2i On the backs of most of the 


19 Needham, Science and Civilisation in China, vol. 4, pt. 1, pp. 219-20. 

20 Huang Hsiang-p'eng, "Tseng Hou-i mu ti ku yiieh-ch'i," p. 37. 

21 Ibid., pp. 36-37. For an exact arrangement of the pitches, see Huang's 
chart of ninety tones in the middle-tier bells, pp. 38-39. 
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bells are inscribed the pitch from the twelve-pitch series and the name of 
one of the five-tone notes, the theoretical mode-key note. On the fronts 
are inscribed the lip tone and the waist tone, accompanied by a more highly 
articulated nomenclature than the simple five-tone names for the benefit 
of the performer. With additional study of the MT bells' inscriptions and 
f* further comparisons with other Shang and Chou bells, it will be possible to 
| advance our understanding of the classical systems of intervals and tem¬ 
perament in what was a much more complex and mature system than has 
heretofore been recognized. 


Finally, there was an eightfold system of instrumental timbre, the 
"eight voices" (pa-yin The eight voices are mentioned in the Book 

of Documents and are first found in the Programs of Chou, which lists them 
as "metal," "stone," "earth," "skin," "silk," "wood," "gourd," and "bamboo." 
This listing was not persuasive for other discussions. The "Book of Music" 
and many other texts divide instruments into only four classes, "metal," 
"stone," "silk," and "bamboo," which is a fairly inclusive list, given that 
earth (clay) instruments are rare, gourd and bamboo are easily subsumed 
under wood, and skin drums have frames of other materials. The early 
formulation of the eight voices was probably more a response to numerolo- 
gical interest than a description of the essential instrumentation of the 
orchestra of the day. Timbre is an important variable in composition and 
performance, but the interest it elicits in later theories and criticism 
involves its variation on a single instrument, for example, the c h'in. The 
eight voices find a place in correlative systems but are otherwise discussed 
comparatively. 


The three systems described above, the tones, the pitches, and the 
voices,_fit neatly with the numerologieal interests of early Han ghiloso- 
.pherSi With a system of five tones to match the five phases, one of twelve 
pitches to match the calendric festivals and earthly branches, and one of 
eight voices to match the trigrams, complex and highly particularized 
associations between music and other systems were established. 

The terms for both the five tones and the eight voices incorporate the 
same word, yin, a word that bridges the gap between the twelve pitches (as 


11 Lei-ku-tun fa-chiieh-tui, "Tseng Hou-i mu fa-chiieh chien-pao," p. 4. 
This report provides a wealth of detail on the dimensions and physical 
characteristics of the bells. 
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absolute cosmic standards) and music (an activity invariably involving 
man). In the classical writings, yin is usually found in binomes, mostly wu- 


yin and pa-yin themselves. But in the "Book of Music," much more is said 
about the meaning of yin outside the systems of five and eight that helps us 
to understand the significance of its dual use for the basic systems.^ Yiryis 


sound that is patterned or markedlyj/irtue _of beingj)(ace.d,in_an ,9Cdered_ 
context. The context is~prTmarily other sounds that define a system with . 
particular contrastive features. These features, in the most general sense 1 
of yin, include pitch, timbre, volume—in short, all of the qualities thought 
to have been addressed in the early sense of the five tones. Yin are sounds 

jwhose ton qLle.a tunes-.ate. r.e.Qggnized_ag._signiHcan.tly-<iontr-astive~4o~eaeh— 
other. 


In the "Book of Music," yin is defined by the word wen ^ , meaning 
"markings," "orderly pattern," or "design." .WerTiS a crucially important 
word in classical writings. It was Fu Hsi's .(-^^■obsecvation ofjUie wen in 
nature that prompted him to d eve . l op'The trigrams to expre ss or r epresent 
natural patterns^ ^'''WerTa.^lmar kings" evolved into wen as Vliterature’hand 
wen~la^crfllturg!> 24 The "Book of Music" says, "All yin are born of the 
human mind. Feelings are stirred within; their external form is sound. 
When sound achieves pattern, it is called yin." The structure of this 


uw! >(*'■ ** - Uk/rtve — C» fa '■ d 

• U'fe'bi-M 

The story is told in the "Great Commentary" ("Ta-chuan" of the 

I-ching. See Wilhelm, Book of Changes, pp. 328-36. 

24 For a detailed account of this term, see Chow Tse-tsung, "Ancient 
Chinese Views on Literature," pp. 5-12. 

£2/. The "Ylieh chi" is a collection of fragments, many of which were cer¬ 
tainly of Chou origin. But the compilation of the book as it now exists, 
as a chapter in the Li-chi, is of uncertain date. The bibliography of the 
History of the Sui (Sui-shu , "Ching-chi chih" j" ^ ^(Record of 

texts]) attributes it to a Kung-sun Ni-tzu /£. Hj on the basis of a 
Six Dynasties discussion. Kung-sun Ni-tzu was a Warring States Juist 
about whom almost nothing is known. Jhe J^XMeh-chil' is -to a,large 
degree derivative from Hstin -tzu]s "Disc ussio n of Music]) ("Yueh-lun" 1#^ 
'i&S ), translated in Watson, Hsun-tzu, pp. 112-20. Its contents are very 
close to the "Yiieh-chih" in the Shih-chi, which suggests that it was 
certainly near its present form by the first century B.C. For a review 
of the scholarship on the text, see Ch'iu Ch'iung-sun 15 %%•. > Li-tai 
yiieh-chih lii-chih chiao-shih ife(A comparative 

explication of treatises on music and pitches in early history] (Peking: 
Chung-hua shu-chii, 1964-), 1:1-9. 
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emotion^ which 
things." The process in temporal sequence is: 


sentence and the strategy of the argument are identical to that quoted 
above from the "Great Preface." Tin is compared to w ards,. AQ--nxtAwwj- 
formatio n from an emqt.ip.a.£.Urred^wi-thin. Emotion is here introduced to 
thelfoneept of tone, which had previously been discussed only in a technical 
sense. An earlier paragraph refers to "movement of the mind" rather than 
occurs when the mind is "impinged upon by external 

external things (= mani¬ 
fest differentiation in the outside world) impinge upon (or are perceived by) 
the mind, stirring it to motion (= emotion), which in turn is manifest in 
yin. Yin, like wen, is_ ins£p_arable from human apprehension of it: "All yin 
are born of the human mind. Music relatesTo'ordeF'anJreasoaTThis being 
the case, the birds and the beasts understand sound but do not understand 
yin. Common people understand yin but do not understand music." 27 Mpsifi 
is a higher order of organization than yin; the superior man alone can know 
music, Whilg'all men can know yin. All creatures~car5~know sound". 


The proposition that music relates to order (lun ^) and reason (li 
) is similar to Pater's claim that music links the infinitely diverse im¬ 
pulses of the cosmos into the unity of a reasonable order. Other state¬ 
ments on the relation of sound to yin return us to the generative principle 
of the five tones. "Sounds resonate sympathetically, so they give birth to 
[harmonic] derivatives. When these derivatives form a complete pattern, 
they are called yin. Placed alongside the yin is music, p«d»one finds enjoy¬ 
ment in that." 2 The "alongside" expression is pi-yin ), a comparative 
and parallel placement, much like the graduated strings of a harp. 


The present "Yiieh chi" follows a theme and variation style itself, 
with short and highly reiterative paragraphs, often punctuated with a 
few lines that do not seem to fit at all. The quality of its contents 
varies widely. At its best, the book is perceptive, pithy, and suggestive; 
at its worst, dogmatic or evasive. Quotations are translated from the 
Ssu-pu pei-yao edition of the Li-chi hsim-tsuan, chiian 19. This 
quotation is on p. 2a. 

2 ^ "Yiieh chi," p. la. This will be discussed in detail below. 

27 Ibid., p. 3a. 

28 Ibid., pp. la-b. 



CHAPTER V 

Mythology and Cosmology 


In its terse accounts of the sage-emperors, the Book of Documents 
describes the prominent role of m usic in governance. Yu proposes a range 
of initiatives to spread his civilizing influence across the land and says: "I 
want to hear the 6 pitch-pipes, the 5 notes, the (8 sounds =) sounds of the 
eight instruments, and the 7 primary tones, sung in order to bring out and 
bring back (sc. antiphonally) the 5 (kinds of) words (to the music); do you 
listen?"' 1 ' The scene pf the ancestral sacrifices is described by Music Mas¬ 
ter K'uei. 

K'uei said, "fhe sounding-boxes, the singing k'iu-stone, the small 
leathern drum, the guitar and the lute, when with them one sings, the 
(Spirits of the) ancestors come, (Yu =) Slum's guests (sc. the Spirits) 
are in their high positions (at the sacrifice). All the princes (vir¬ 
tuously yield =) are virtuously modest. Below these are the flutes, 
the hand-drums, and the drums, jointly (with them) there are the 
hammer and the chu and yil sounding boxes; the reed-organs and the 
bells are in between. Birds and beasts dance. When the shao music of 
the Pan-flutes is achieved in 9 parts, the male and female phoenixes 
come and (arrive =) put in an appearance." 2 
K'uei continues to describe the assertion of control by sounding the pitch- 
stones, called "moving the sound": "Oh, when I strike the stone, when I 
knock on the stone, all the animals follow (it) and dance, all the governors 
(i.e. officials) become truly harmonious." 2 

In his Spring and Autumn Annals of Mr. Lii (ca. 239 B.C.), Lii Pu-wei 
included several chapters that have versions of the origin of music. His 


J Karlgren, Book of Documents, p. 11, no. 12. 
2 Ibid., p. 12, no. 18. 

^ Ibid., p. 12, no. 19. 
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accounts emphasize the continuity of the processes that reach from the 


origin of the cosmos to the origin of civilization. 


The origin of music is in the very remote past. It was born of 
equal measurement and rooted in the Grand Unity. The Grand Unity 
gave birth to the Counterparts [heaven and earth]. The Counterparts 
gave birth to yin and yang. The yin and yang transformed and strati¬ 
fied into higher and lower levels. These came together and formed 
regular patterns. Rolling over and about, again and again, they would 
separate, then come together, come together and then separate. This 
is called the constancy of heaven; the turning wheel of heaven and 
earth coming to an end begins again, reaching its ultimate source. 
All things are part of this process. 

The sun, the moon, the stars, and the planets move sometimes 
slowly, sometimes quickly. The cycles of the sun and the moon 
differ, wherein each completes its course. The four seasons arise in 
rotation, some hot, some cold. There is the shortness [of winter's 
days], the length [of summer's days], the balminess [of spring's days], 
and the briskness [of autumn's days]. The emergence of the myriad 
diverse things is the creation of the Grand Unity, transformed by yin 
and yang. Like the sprouts of a bean, they begin with a burst of 
movement and crystallize into solid form. Their physical forms are 
varied, and they all pro duce sounds The sounds issue in harmony, ancT ■ 
that''crea"tes~accord. From this harmonious accor d was hor n m u sic, 
set down by the sage-rulers.^ ^ 

Even prior to the era of Yao and Shun, the power of music is put to use by 


sage-rulers: 


In high antiquity, the Scarlet Emperor Yen brought rule to the 
world. There were great winds, and the yang ch'i collected and 
accumulated. The myriad diverse things spread and dissipated, and 
nothing came to fruition. As a result, his minister Shih Ta created 
the five-string se zither in order to bring forth the yin ch'i and settle 
the crowds of living things.^ 


By the early Han, many scholars were recording versions of the 
history of high antiquity. Living in the era after the burning of books and 


^ Lil-shih ch 'un-ch'iu 5.3a-b. 
5 Ibid., 5.7a. 
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burying of scholars during the Ch'in dynasty, Han literati felt a cieep con¬ 
cern over the knowledge that had been lost, and, as part of that concern, 
they tried to complete the record of their past. In the writings of many 
scholars, the ch’i n zither had begun tQ_emerge as_a civilized and civilizing 
instrument of special importance^ the invention of the ch'in and the dis¬ 
covery of its voices and music were attributed to high antiquity. It was 
often included in the founding acts of civilization, those crucial acts of the 
Yellow Emperor, Shen Nung %<% , Fu Hsi, Yao, Shun, et al., which 

separated the Chinese from surrounding tribes and from the beasts. The 
discovery of the ch'in was generally placed directly after the discovery of 
patterns in nature and the shaping of signs, like the trigrams, to convey 
those patterns. The tones of the ch'in were, in these schemes, yet another 
representation of natural patterns. 

There was disagreement over the_^onginator of the ch'in. The Erh-ya, 
Ts'ai Yung j, and Yang Hsiung )$) <&(£ attribute it to Fu Hsi, perhaps 
because of his skillful correlation of natural systems. Most texts, however, 
including the Huai-nan-tzu, the etymological dictionary Explaining the 
Graphs and Explicating Their Combinations, Penetrating Popular Ways, and 
some extant variants of the Book of Documents, attribute it to Shen Nung, 
perhaps because of his association with silk-making. The availability of silk 
fiber made it possible to fabricate long, tension-bearing strings for the 
zither. The "Book of Music" in the established canon has: "In ancient times 
Shun invented the ch'in of five strings, in order to sing the 'Southern Airs' 
ONan-feng' & ®D." 

We have already argued for the prima cy of st ringed instruments in 
the tuning process. That they played a pivotal role in this process~fias been 
indicated by the archaeological evidence discussed above. Recently, new 
materials for epigraphic analysis have corroborated the claim of the 
textual records for the antiquity of strings. The character yiieh : music has 
been scrutinized since the Han dynasty for clues to the origin of music.® In 


To the reader unfamiliar with the tradition of etymologizing in China, it 
may seem strange to look for historical clues by dissecting words. Read¬ 
ing history in the components of characters is a methodology in the 
native traditions of scholarship that goes back at least two thousand 
years. Understanding what Han scholars saw in a character is important 
to understanding how they used it. Whether by modern standards their 
opinions can be sustained or not, their writings on the etymology of a 
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Explaining the Graphs and Explicating Their Combinations, Hsii Shen 
defined yCieh as a general name for the five sounds (= tones) and eight 
voices. He wrote that the character resembled a large drum and hand 
drums, with the "wood" radioed at the bottom representing the drum post or 
stand. In the customary manner, commentators elaborated and debated 
Hsii Shen's proposed etymology of the character. The earliest such elabora¬ 
tions looked at the archaic form of the character, typically written ^ , 
and described it as a large drum ^ between two suspended pairs of hand 
drums 3 8, all atop a wooden stand . The top peripheral components 
were subsequently identified as the archaic form of a graph for "silk" or, 
verbally extended, "to suspend," and emphasis turned to the fact that the 
drums were suspended. This explanation was used to expand the reference 
of the etymology to include not only drums, but hanging bells and chimes as 
well. 


More recent studies of oracle-bone scripts have brought to light 
variants of the character, many written , without the center compo¬ 
nent, the drum. This has prompted scholars of epigraphy and etymology in 
recent decades to drop "drum" from the reference altogether and to recog¬ 
nize the archaic graph as a representation of silk suspended over wood. A 


consensus has emerged that it was a^p ictograph of a n instrumer 


strings d rawn over a wooden sounding board. The additional center compo¬ 
nent might be another stririg, slightly reshaped, or the element pai , 


which in this context would mean to "strum" or "press" the strings. The 


early shell and bronze forms vary significantly, but the conclusion that they 

7 

are derived from the zither is a convincing one.' 


One scholar has suggested that historically there was an instrument 

. Q 

predating the ch'in and se zithers, possibly an instrument called a yiieh." 
Archaeologists have uncovered a variety of zithers, ranging from five to 
twenty-five strings, with no indication of what they were named. The ch'in 


character are part of the mythology of the subject. But beyond the 
benefits of entering into their epistemological world, there is informa¬ 


tion to be gained from analyzing the vestigial pictographic elements in 
/Osome characters because of the remarkable stability of written graphs. 
For a history of these interpretations and copious illustrations of the 


variant forms, see Chou Fa-kao, Chin-wen ku-lin, no. 0768 (pp. 3762-74). 
Mizuhara Iko, "Chugoku kodai ongaku shiso kenkyu," pp. 208ff. 
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and se are mentioned prominently in the Odes, yet in earlier shell and 
bronze records one does not find those names, only yileh and the names of 
several percussion and wind instruments. There are no characters identi¬ 
fied as the names of string instruments in the oracle-bone lexicon, which 
leads one to conclude either that there were no string instruments or that 
we have yet to recognize their names. Mizuhara cites bone inscriptions as 
evidence that sericulture existed during the Shang; indeed, yileh itself 
argues that point. Mizuhara also suggests that ritual sacrifices were made 
to deities responsible for sericulture. He calls attention to the frequent 
association of Fu Hsi and Shen Nung, two of the putative inventors of the 
zither, with sericulture. Mizuhara concludes that the sericulture technol¬ 
ogy for string instruments existed and that the absence of any other char¬ 
acters for known string instruments strongly suggests that yileh itself, in its 
early form, was the name of a stringed instrument, not a generic name for 
music. The character yileh pictured a zither or, with the addition of the 
central pai, possibly meant the playing of the zither. In time it was gener¬ 
alized into the word for "music," because of the overriding importance of 
the zither in the early notion of music. 9 

The mythologies tell us that the pitches were discovered in high 
antiquity by the Yellow Emperor's minister, Ling LunY^f^. Ling Lun, who 
is the grand progenitor of music masters, has a na me th aLbfispftakS-Struc^ 
ture and order. 

In ancient times, the Yellow Emperor ordered Ling Lun to make 
pitch standards. Ling Lun traveled from west of Ta-hsia all the way 
to the northern slopes of the Juan-yii Mountains. He gathered bam¬ 
boo from the valleys of Hsieh-ch'i, and, selecting those pieces with 
chambers and walls of uniform thickness, he cut a section from 
between two nodes. The length of a section was 3.9 inches, and he 
blew it. That sound he took to be the kung tone at the yellow-bell 
pitch level. Blowing it, he said, "This is good!" and proceeded to 
make shortened sections in a series, creating twelve pipes. 

He carried these back to the foot of Juan-yii Mountain where he 
listened to the songs of the male and female phoenix in order to 
divide the twelve pitches. The male calls numbered six and the 


” On rather less compelling evidence, Mizuhara also speculates that the 
instrument was played in a sacrificial rite to the silkworm deities. 
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female calls numbered six. Proper concord was achieved by their 
relation to the kung tone at the yellow-bell pitch. The kung tone at 
the yellow-bell pitch could generate all of the rest. Therefore, Ling 
Lun said that the kung tone at the yellow-bell pitch was the origin of 
all the yang {=111 i^) and yin (= lii ) pitches. 

The Yellow Emperor subsequently ordered Ling Lun to join with 
Jung Chiang to cast twelve bronze bells. These would provide harmo¬ 
nious placements of the five tones and allow the harmonious sym¬ 
phony to be performed. In the middle of spring, on the twelfth day of 
the cycle of sixty, when the sun was in the lunar lodging Straddler, 
it was performed for the first time. He ordered it to be called Hsien- 
shih stb. 11 

In this story, the pitches are abstract pitch levels, without sound until the 
kung tone is positioned and sounded at them. The lii, whether translated as 
"pitch," "pitch level," or "pitchpipe," express more essentially a sense of 
generalized dimension rather than one of tone. They were the duodecimal 
standards for primarily temporal phenomena with a cardinality of twelve. 
The lii were seen as inherent in nature, playing a timely role in natural pro¬ 
cesses, and, as we shall see below, were thought to be measurable with 
precision instruments. 

The fact that the twelve pitches were inherent in nature was impor¬ 
tant. The sage did not create them; he disQqy& red-Them . Then he found a 
system by which to make them explicit and useful to mankind. This script 
is consistent with incidents in which order and pattern in nature are dis¬ 
covered and then rendered in one system of representation or another. The 
best-known embodiment of this idea is found in the story of Fu Hsi, who 

observes the patterns of heaven and earth, perceives the principles of order 
• 12 

in them, and then renders that order in a system of eight trigrams. In 

the expanded versions of this account, when the discovery of the ch'in is 
credited to him, it follows immediately upon his making of the trigrams. 
The materials and design of his ch'in were taken wholly from nature as 
well. 


0 I have adopted names for the lunar lodgings (hsiu 'ft) from Edward H. 
Schafer, Pacing the Void: Vang Images of the Stars (Berkeley: 
University of California Press, 1977), pp. 75-84. 

Lii-shih ch’un-ch’iu 5.8a-9a. 

12 

See p. 53 above. 
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The Ling Lun story stresses not only the careful and orderly imitation 
of the phoenix standard, but also the natural perfection of the available 
materials, the bamboo. Only bamboo that was precisely even (chiin i£] , 
the same word used for the tuning zithers) would make tubes capable of the 
true pitch. A popular theme in later literary celebrations ofjnusic is the 
mate rials foun d_irL.nature_and_the, rausicaLpQ.tentjalsthat are inherent in 
them. In nature are found both the pitch and the materials to give it voice. 

The Hsien-shih Harmonious Symphony was a piece or genre uniquely 
associated with the Yellow Emperor. Chuang-tzu has a splendid description 
of it that foreshadows many ideas developed in later writings on music. 

Ch'eng of North Gate said to the Yellow Emperor, "When Your 

i ? 

Majesty performed the Hsien-ch'ih'''' music in the wilds around Lake 
Tung-t'ing, I listened and at first I was afraid. I listened some more 
and felt weary, and then I listened to the end and felt confused. 
Overwhelmed, speechless, I couldn't get hold of myself." 

"It's not surprising you felt that way," said the emperor. "I per¬ 
formed it through man, tuned it to Heaven, went forward with ritual 
principle, and established it in Great Purity. Perfect music must first 
respond to the needs of man, accord with the reason of Heaven, 
proceed by the Five Virtues, and blend with spontaneity; only then 
can it bring order to the four seasons and bestow a final harmony 
upon the ten thousand things. Then the four seasons will rise one 
after the other, the ten thousand things will take their turn at liv¬ 
ing. Now flourishing, now decaying, the civil and military strains wiU 
keep them in step, now with clear notes, now with dull ones, the yin 
and the yang will blend all in harmony, the sounds flowing forth like 
light, like hibernating insects that start to wriggle again, like the 
clash of thunder with which I awe the world. At the end, no tail; at 
the beginning,_no_head^now degd^now. aljve, _no,w, flat on.Ahe.ground, 
now up on its feet, its constancy is unending, yet there is nothing that 
can be coynJt£d_on. That's why you felt afraid. . . . 

"Then I played it with unwearying notes and tuned it to the com¬ 
mand of spontaneity. Therefore there seemed to be a chaos where 
things grow in thickets together, a maturity where nothing takes 


13 


I have followed the suggestion of most commentators and read as 
shih in this special case. Watson uses the conventional reading. 
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form, a universal plucking where nothing gets pulled, a clouded obscu¬ 
rity where there is no sound. It moved in no direction at all, rested in 
mysterious shadow. Some called it death, some called it life, some 
called it fruit, some called it flower. It flowed and scattered, and 
bowed before no constant tone. The world, perplexed by it, went to 
the sage for instruction, for the sage is the comprehender of true 
form and the completer of fate. When the Heavenly mechanism is 
not put into action and yet the five vital organs are all complete—this 
may be called the music of Heaven. Wordless, it delights the mind. 
Therefore the lord of Yen sang its praises thus: 'Listen—you do not 
hear its sound; look—you do not see its form. It fills all Heaven and 
earth, enwraps all the six directions.' You wanted to hear it but had 
no way to go about it. That was why you felt confused. 


In a note to this translation, Watson points out that the expression 
"perfect music" (chih-yiieh also means "perfect joy." He also says 

that the passage is paradoxical and complex. T he "wordlessness" of the 
perfect m usic is in contrast to the Confucian;dentJfjcadon ^fJhe^Odfl.s gs^ 
the perfect music, The fact that the music of heaven has no sound will be 
alluded to in numerous poems, stories, and discussions about <thg_ultimate 
ironic, jin ^whjch silence and stringless zithers_^j^ojne^_the^performance "" 
ideals. More importantly, Chuang-tzu puts the performance of music on a 
cosmic scale and portrays it as an event in nature, in contrast to the 
Confucian view, represented by the Duke Cha concert, in which it is an 
—event in society. As an event in nature, its most compelling feature is its 
^£fianges>. Its changes are the changes of the cos mos . In much of the de¬ 
scription of the Yellow Emperor's concert, the subject is lost; it might be 
either the music or the cosmos, as the perpetual flux is describe d. Music 
being such a precise correlate to the processes of cosmic change, its sys¬ 
tems of tone, pitch, and voice will be a framework on which to build a 
description of those changes. 


The Chuang-tzu passage is a compelling literary illustration of the 
contrast that I have suggested between China and the West in metaphors 
for mind and enlightenment. The choice of tone, pitch, and voice systems 
as the center of a cosmology is consistent with the contrast between hear¬ 
ing and vision metaphors. I have quoted Plato's description of vision as the 


14 


Watson, Chuang-tzu, pp. 156-58. 



primary intellectual cause: "But now the sight of day 
months and the revolutions of the years, have created 
given us a conception of time."^ The ability to relate 


arid"'night, 
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and the 


number, and have 


the basic sensory 


perception to nu mbers and th e proces ses of change-over time is common to 
"both traditlonsT” In the Timaeus, Plato describes a role for hearing and 
"smell, but i t-j^iiplicillx-SecQOdaEyJ.o^vision. His _ Taxonomy"oFTight and 
color is not as highly articulated as that of pitch, tone, and voice in the 
Chinese tradition, which is entirely predictable given the vast difference in 
technological demands between mathematical descriptions of color and 
pitch. The logical connection between vision and numbers is simply that we 
perceive the cosmic regularities with our eyes; hence, the numbers, which 
are defined by cosmic movements, are impressed upon us through our 
vision. Preceding the statement quoted above is Plato's remarkable 
description of the light of the eye and the light of the sun, the means by 
which they meet, and the origins of visual perception. Plato's theory of 
perception, the des cription of the process o f light meeting light, should be 
caref ully compared to Chinese theories o f-rti'i.. ~ 

Before discussing the abstract schemes of correlation, a description 
of some practical dimensions to the extension of musical systems to other 
areas is in order. Musical systems occupied a central position in early 
metrology. Needham writes: 


While other early civilisations concerned themselves with linear 
measure, capacity, and weight in formulating their metrological 
systems, the Chinese were apparently unique in mcluding gitchjnea- 
jjiirg/jj/J, andHnot merely on"a^par~Witlr^PCTr ai'th e basis of the other 
three. As th eShih-chi emphatically puts it: "The six lit are the root- 

--1 C 

jstock of the myriad things ." 

Tables associating both linear and volumetric measure are found in the 
Tales of the States ("Chou-yu," 3.15a-18b) and in the twenty-first chapter 
of the History of the Han. The connections described in these cases are 


n 


See above, p. 32. 

1 fi 1 

Needham, Science and Civilisation in China, vol. 4, pt. 1, p. 199. A 
fuller explanation can be found in H. H. Dubs, "Standard Weights and 
Measures of Han Times," chap. 4, app. 1, in the History of the Former 
Han Dynasty, 3 vols. (Baltimore: Waverly, 1938-55), 1:226-80. For the 
primary texts in which the correlations are presented, see the Han-shu, 
p. 961. 
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physical and direct. The length of a pitchpipe true to the yellow-bell pitch 
is ninety fen sjf . One fen equals the width of a grain of medium black 
millet. The weight of millet that will fill such a tube is twelve chu $£. The 
central measuring standard, here described as a tube, had previously been a 
bell. The same character is still used for both "scoop" and "bell." 
According to references in the Programs of Chou, the Tso Commentary, 
and the Lieh-tzu if-j-J- , the chung derived from a millet scoop, which 
in practice associated the accuracy of the measure with the tone of the 
scoop. An accurate scoop would emit the kung tone at the yellow-bell 
pitch. Testing the pitch of linear and volumetric measuring devices, 
assuming that other variables were controlled, would be an accurate 
technique for standardizing measures, but the practicality of doing so, 
given the difficulty of controlling the other variables, is open to question. 

It was by relatively simple arithmetic that the yellow bell generated 
the remaining eleven pitches, and equally simple arithmetic related a full 
system of metrology to it. The affinity for the musical systems in all 
discussions of numbers is strong. In early texts, numbers are almost always 
found in proximity to musical and acoustical terms. Even in nontechnical 
contexts this is true. In a single passage, the Tso Commentary speaks of 
the five sounds, six pitches, eight winds, and nine songs.* 7 The fact that 
pitch could readily be related to pipe and string length and to bell volume 
made it a natural reference for linear and volumetric measure. The fact 
that the musical systems were easily added or multiplied in any number of 
classificatory schemes distinguished acoustics from other physical sci¬ 
ences. This compatibility between musical systems and numbers contrib¬ 
uted to the popularity of sound as a reference for relating other phenomena 
to proposed cosmic standards. Numbers or their surrogates were the coin 
of early Han correlative philosophy; hence, orderly sound was the pivot in 
their approach to phenomena. 

For many Han thinkers, describing cosmic changes became a preoccu¬ 
pation. The " Theory jof H e aven-Man P arallels" (T'ien-jen shuo ^ ) 

justified the most careful~examination of all recurrent and extraordinary 
natural phenomena for knowledge of man's current state and future pros¬ 
pects. Historians were involved with the apparent concurrence of natural 
signs and human events in the known past and their implications for the 


17 


Tso-chuan, Chao £)g , year 20. 
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present. Court prognosticators, working in several different systems, put 
this knowledge of the past to present use, making determinations in a wide 
variety of what were called "matters of doubt." It was crucial to fit the 
regularities of nature's processes into an orderly scheme so that anomalies 
might be clearly recognized and analyzed. Then it was necessary to corre¬ 
late such regularities specifically to human affairs so that they might be 

1 O 

interpreted. ° 

Universal histories and commentaries and natural philosophies, pri¬ 
marily those associated with the New Text School,were interested in 
broad systems of correlations, patterns on a universal scale that revealed 
the regularity in the myriad things and the constant flux. They always have 
music sections, which usually begin with a mythic account of music's ori¬ 
gins, argue for its basal position in natural and social orders, and proceed to 
define a complex and far-reaching network of correspondences. These 
systems of correspondences varied widely in their details and, like the 
absolute frequency of the yellow-bell pitch itself, were debated with pas¬ 
sion and often with serious political consequences. 

A new genre of work, the apocryphal text, emerged during the Han, 
ostensibly to provide the "weft" threads (wei i-%) for the "warp" of the 
classics (ching $&). The apocrypha were in the mainstream of commentary 
writing. Just as the Tso Commentary attempted to fill in the details not 
made evident in the Spring and Autumn Annals, the apocrypha discussed 
what was implicit, but not necessarily obvious, in the classics. Character¬ 
istic of Han commentaries like the Myriad Dewdrop Commentary on the 
Spring and Autumn Annals, the apocrypha dealt in correlations and 


18 For more details about the Theory of Heaven-Man Parallels, see my 
Doctors, Diviners, and Magicians of Ancient China: Biographies of Han 
and Six Dynasties Fang-shih (New York: Columbia University Press, 
forthcoming). See also Wolfram Eberhard, "The Political Function of 
Astronomy and Astronomers in Han China," in Chinese Thought and 
Institutions, ed. John K. Fairbank (Chicago: University of Chicago 
Press, 1957), pp. 33-70. 

18 The New Text School was the dominant intellectual faction of the early 
Han, so named because its adherents preferred versions of classical 
texts that were newly transcribed from the memories of scholars to 
those that were putatively preserved in material form and written in 
ancient graph styles. 
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developed apparently unfettered bv the content or structure of the classics 
to which they allegedly pertained. This is particularly true for the apoc¬ 
rypha on music. They were the weft for a warp that did not exist, since 
there was no music classic extant in the Han. Of those apocrypha that 
specialized in music and sound there is very little extant. The bibliography 
in the History of the Sui, which is the earliest dynastic history bibliography 
extant after that in the History of the Han, lists only one, the Apocrypha 
on Music (Yileh-wei isp, and attributes it to a Liu Sung compiler. But 
fragments of at least five apocrypha have been recovered: Apocryphal 
Treatise on Music: A Graphic Presentation of Its Harmonies (Yileh-wei 
hsieh-t'u-cheng Wi $K); Apocryphal Treatise on Music: Meanings of 

Movements and Sounds (Yileh-wei tung-sheng-i if'ifr]${%); Apocryphal 
Treatise on Music: Felicities Upon Examining Its Light (Yileh-wei chi-yao 
chia ^ Apocryphal Treatise on Music (Yileh-wei Zf ); and 

Graphic Representation of the Five Birds (Wu-niao t'u %. %^j). 21 Of 
these five, the first is best preserved and offers the most interesting frag¬ 
ments. The text comprises a cosmology, with the pitches substituted for 
the Tao: "The yellow bell gives birth to the myriad things." The bells are 
rung and in proper intonation make known the virtue of the ruler. 22 The 
interests of the apocrypha are still the legitimate concerns of statecraft; 
their cosmology is that of an explicitly moral cosmos. Another long frag¬ 
ment describes the ritual of the Eight Skilled Gentlemen playing cosmic 
music to facilitate the passage of ch'i at the solstice. Similar descriptions 
are found in ritual texts and the treatises on pitchpipes and calendars in the 
dynastic histories. We might surmise that the apocrypha on music com¬ 
prised the most concentrated sources for cosmological speculation on the 
pitches and ch'i and the best records of whatever miscellaneous fragments 
on music survived from the classical period. 22 


20 

For a discussion of the apocrypha in the context of Han intellectual 
history, see Tjan, Po Hu T'ung, pp. 100-120. 

Collected in Yasui Kozan and Nakamura Shohachi, Isho shusei, vol. 3. 
For a chart illustrating these collections and the Chinese collectanea in 
which the fragments are found, see Yasui and Nakamura, Isho no kiso- 
teki kenkyu, p. 362. I have used the materials reproduced in Ma Kuo- 
han, Yii-han shan-fang. 

Ma Kuo-han, Yii-han shan-fang, 4:2036. 

For a review of the musical contents of the apocrypha based on extant 
fragments, see Tjan, Po Hu T'ung, pp. lOOff; and Yasui Kozan and 
Nakamura Shohachi, Isho no kiso-teki kenkyu, pp. 444-48. 
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By the Han, the "Vast Plan" ("Hung fan" of the Book of 

Documents had established a core of numerological relations that included 
musical systems. The Kuan-tzu chapter on agronomy had made a struc¬ 
tured numerological correlation between music and agriculture. The 
twelve pitches had become inseparably linked to calendric calculations, and 
the five tones were woven into five-part schemes structured on the five 
phases. The major systems of correspondence had shown their affinity for 
the music systems, embracing one or more of the basic five-, eight-, or 
twelve-part groups. Trigrams, hexagrams, seasons, directions, magic 
numbers, months and festivals, lunar lodgings, and the stems and branches 
were at the hub of vast correlative schemes. They reached out in all 
directions to all areas of interest to the Han thinkers. It was in the nature 
of the early Han thinker to strive for universality, integrating his study of 
heaven, earth, and man into orderly and comprehensive, if not fully con¬ 
vincing, correlations. In the writings, the zeal for universality vied with 
the political necessity for a concentration of polemic thrust, which created 
an inclination to particularized emphasis within the framework of universal 
works. There was disagreement from work to work on details of the cor¬ 
relations. But in addition to disagreement over details, there was dis¬ 
agreement over the very scope and the very point of such systems. One 
widely held aim was to reconcile different ideas and different approaches 
to knowledge that had been inherited from the pre-Han periods. A disor¬ 
derly collection of sundry works on administrative and military strategy, 
cosmology, poetry, moral philosophy, mystic philosophy, and history was 
inherited by the Han. Some were recognized as the works of contending 
schools. But some were felt to be part of a select, orthodox canon that 
imposed on scholars the obligation to eliminate discrepancies, illuminate 
obscurities, and reveal a consistent and unified vision. By the early Han, 
the corpus of written learning had grown beyond the bounds of even the 
greatest minds, and so we find the struggle to gain control of information 
expressed in the compiling of bibliographies and the mounting of imperially 
commissioned programs to acquire books, reconstruct their faulty parts, 
and summarize their contents. The articulation of universal systems of 
correlations was another response to the proliferation of texts, facts, and 
ideas. The systems themselves encompassed both the one and the many, 
the principle of order and the myriad differentiated forms. But as a genre 
of philosophical writing and an aid to understanding, such compilations 
ultimately fell victim to their own disorderly proliferation. 
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The primary literature is substantial, but study of the major works is 
problematic. There has been interest in the fact that such systems exist, 
but little attempt to explore the internal coherence of the systems. The 
Han and Sui bibliographies list many of the major texts among "Miscel¬ 
laneous Philosophies" ("Tsa-chia" commentaries on the Book of 

Changes, and "Computational Arts" ("Shu-shu" Important ones are 

the "Vast Plan" of the Book of Documents; the "Monthly Ordinances" of the 
Book of Rites; the essays on pitches and calendrics in the dynastic his¬ 
tories; the Spring and Autumn Annals of Mr. Lii; the Huai-nan-tzu; the 
Myriad Dewdrop Commentary on the Spring and Autumn Annals; the 
Comprehensive Discussions of Virtue in the White Tiger Hall; th eKuan-tzu; 
the Yellow Emperor's Inner Classic (Huang-ti nei-ching % rt $$.); the 
Book of Changes: Commentary of Ching Fang (I-ching: Chou-i Ching Fang 
chuan fjixt • W, ifn )'• the Forest of Changes (I-lin by Chiao 

Kan ; the Classic of the Grand Mystery (T'ai-hsuan ching $£) by 
Yang Hsiung; and the fragments of the apocrypha. The definitive Western 
study of Han correlative systems is still Eberhard's "Beitrage zur 
Kosmologischen Spekulation Chinas in der Han Zeit." 

Among the systems Eberhard discusses are the five phases—a classifi¬ 
cation of all things in a fivefold categorization; disastrous geography—the 
correlation of places and events on earth with regions of the heavens and 
movements of the asterisms; and cyclical timing—the counting and qualifi¬ 
cation of time with the sexagenary-cycle characters and their correlates. 
Eberhard's list of five-phases correlates extends to over one hundred items 
and is especially useful because it shows the various discrepancies between 
the sources. Still, there is far more agreement than disagreement, showing 
a remarkably wide constituency among Han thinkers who accepted the 
central lines of thought. Under columns headed by the five phases (wood, 
fire, earth, metal, and water), there are groups of: winds, weather phe¬ 
nomena, sensory functions, visceral functions, smells, tastes, colors, emo¬ 
tions, social classes, sage-rulers, planets, creature classes, seasons, direc¬ 
tions, trees, and on and on. 24 The twelve pitches associate with periodic 
ritual festivals and the seasons through their calendric correlations. They 
assume directional implications, become closely tied to the twelve earthly 


24 Eberhard, "Kosmologischen Spekulation Chinas," pp. 48-52. 
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branches, and are related to a select group of hexagrams from the Book of 
os 

Changes . 

The five tones are related directly to the five phases or to their 
correlates. On the basis of these correlations, various claims are made for 
the potency of the defined relationships. For example, an early Han Music 
Bureau official, Huan T'an fg 13f , wrote: 

Each of the five tones follows its own direction: spring corres¬ 
ponds with chiao, summer with chih, autumn with shang, and winter 
with yii; kung stays in the center, uniting the four seasons of the 
year. The five tones are incomplete without kung. This can be 
illustrated by a flowery, five-colored screen in the hallway. If we 
look at it from a distance, then each color—green, red, white, yellow, 
and black—is distinct, but if we examine it closely, they all have a 
yellow base adorned by the four other colors. If you want the music 
of the four seasons and the five phases, then all music should have the 
kung sound as base with the four other sounds [chiao, chih, shang, and 
yii] adorning it. 26 

Each major text has a unique emphasis that distinguishes it from the 
others; until the systems began to collapse under their own weight, each 
new writer contributed to the central theory. In reviewing the evolution of 
the earlier and simpler systems to the more complex ones, we can see the 
important role played by the music systems. The earlier works, like the 
Spring and Autumn Annals of Mr. Lii, are primarily directed at the estab¬ 
lishment of correlative groups, the sorting of included sets into the proper 
columns. Lii Pu-wei developed basic duodecimal seasonal correlations for 
the twelve pitches and phase correlations for the five tones. When he 
described a season, mid-summer or late summer, for example, he attached 
correlates that revealed the cosmic and moral dimensions of the music that 
were appropriate to the season. His work is thus primarily taxonomic and 
does not advance the theory. 


OC 

Nakaseko, "Symbolism in Ancient Chinese Music Theory," esp. pp. 168- 
72. 

Pokora, Hsin-lun, p. 119. I have modified a few of the terms Pokora 
used in his translations for consistency with my own terminology outside 
of the quotation. Yellow is the color associated with the kung tone, the 
earth, the first tone of the pitch gamut, the Yellow Emperor, and the 
center. 
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A more sophisticated stage is apparent in the Huai-nan-tzu chapters 
on astrology and topology (i.e., heaven and earth), which emphasize the 
mathematics of the standards and their intervals, their combinations, and 
the numerological schemes or arithmetic manipulations with which the 
phasic relations of the five tones and seasonal relations of the twelve 
pitches might be perfected. In the Kuan-tzu, the Huai-nan-tzu, and the 
Records of the Grand Historian, the yellow-bell pitch is assigned the num¬ 
ber 81. According to the theory of the twelve pitches and yin and yang, 
applying the Three-Part Subtraction-Addition algorithm to 81, the yellow- 
bell number, should yield numbers for all of the twelve pitches and return 
in its final application to the number 81. It does not, in fact, return to 81; 
rather, it goes to 80, a symptom of sharpness attributable to the Pythago¬ 
rean comma that separates the cycle-of-fifths octave from the perfect 
octave. The Huai-nan-tzu finds a manipulation for the numbers that makes 
the beginning and end come out correctly. The Huai-nan-tzu solution to 
the problem, which required raising all of the figures fractionally from the 
sixth computation on, became the generally accepted solution for correla¬ 
tive philosophers, even though dividing the tuner strings with the adjusted 
ratios would in practice produce an audibly imperfect gamut of pitches. 

In other approaches, the emphasis was less on taxonomy or techni- 
calia and more on the mysterious nature of the correlates and their mecha¬ 
nisms of interaction. Yang Hsiung writes that the "Grand Mystery" (T'ai- 
hsiian &r~£) forms a trinity with yin and yang; then, through two sequential 
squaring calculations, becomes 81 "houses" (chia Yang Hsiung's logic 

is still the logic of numbers, but his interests depart from the relatively 
sterile concerns of Ching Fang's Book of Changes commentary or the Huai- 
nan-tzu's mathematical treatises. Still working within the conceptual 
framework of correlative thinking—"there is identity in origin but separa¬ 
tion in growth"—he expounds a theory of human birth and development. He 
writes of several cycles of human life, including the birth 
intellectual development, external attainment, and inev 
The tendency to humanize correlative thinking, that is, to explore in more 
and more detail the implications for the individual human life and mind, is 
an important and increasingly pronounced tendency as we approach the Six 
Dynasties and the development of theories of aesthetics in a more familiar 
context. 


)f consciousness, 
table decline. 1 


27 


Fung, Chinese Philosophy, 2:142. 
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The systems of correlation invite two kinds of study. How and why 
did the correlations "work," and what were the implications for human 
action? What effect did these conventional and explicit correlations have 
on the arts, musical, verbal, and graphic? 

When the tones of the bell are attuned, then the way of the lord is 
attained, and the yellow-bell and "luxuriant" (jui-pin ■>£ %^) pitches 
respond. Should the way of the lord not be attained, then the tones of 
the bells will not be attuned, and the yellow-bell and luxuriant pitches 
will not respond. When the tones of the drums are attuned, then the 
way of the ministers is attained. If the way of the ministers is at¬ 
tained, then the "great budding" (t'ai-ts'u pitch will respond. 

When the tones of the pipe are attuned, then the pitch gamut and 
calendar will be correct. When the pitch gamut and calendar are 
correct, then the "equalizing" (i-tse H%]) pitch will respond. When 
the tones of the stone chimes are attuned, then the way of the people 
is attained. If the way of the people is attained, then the "forest- 
bell" (lirx-chung 7 ^ %%) pitch will respond. When the tone of the reed 
flute is attuned, then the system of laws is attained. If the system of 
laws is attained, then the "tireless" (wu-i &■- ) pitch will respond. 

When the ch'in zither tone is attuned, the four seas are conjoined, and 
the ch'i of the crop cycle and hundred streams find union. The way of 
spirit virtue comes forth, and the way of the sacrificial rites is at¬ 
tained. This being the case, then the "old and purified" (ku-hsi 
pitch will respond. When the music of the five instruments is fully 
attained, then the pitches of the correspondent bells will respond. 
The harmonious ch'i of heaven and earth arrives, and it responds. 
Should the harmonious ch'i not arrive, then this ch'i of heaven and 

90 

earth does not respond." 0 

This pronouncement from the apocrypha provides some elaboration on the 
manner in which the specific correlations manifest themselves. In addition 
to the claim of a direct relation between certain activities and certain 
pitches, there is the claim that some kind of remote interaction occurs 
between correlated phenomena. 

There are many assertions for the ability of sound to connect remote 
things and many illustrations in the historical record. Han cosmologists 


28 


Ma Kuo-han, Yii-han shan-fang, 4:2035. 
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formulated descriptions of the mechanism of interaction to support the 
claim for its existence. To the extent that they could argue convincingly 
for the potential for significant interaction between correlates, the efforts 
they expended in compiling their taxonomic systems were justified. Tung 
Chung-shu advanced an influential argument with his theory of categories 
in a chapter entitled "Similar Classes Mutually Motivate (= Interact)" 
("T'ung-lei hsiang-tung" )• 

If water is poured on level ground it will avoid the parts which are 
dry and move towards those that are wet. If (two) identical pieces of 
firewood are exposed to fire, the latter will ignore the damp and 
ignite the dry one. All things reject what is different (to themselves) 
and follow what is akin. Thus it Js_.that - if.J_t\yalj; 1 h'i are similar-L hay 
will coalesce; if notes correspond,, they, res onate ,. Jhe experimental 
proof of this is extraordinarily clear. Try tuning musical instru¬ 
ments. The kung note or the shang note struck upon one lute will be 
answered by the kung or shang note from other stringed instruments. 
They sound by themselves. This is nothing miraculous but the Five 
Notes [= five tones] being in relation; they are what they are accord¬ 
ing to Numbers (whereby the world is constructed). 

(Similarly) lovely things summon others among the class of lovely 
things; repulsive things summon others among the class of repulsive 
things. This arises from the complementary way in which a thing of 
the same class responds—as for instance if a horse whinnies another 

horse whinnies in answer, and if a cow lows another cow lows in 
29 

response. 

The argument for similar classes is developed from the two perspectives of 
the two interacting entities. Things of a given class excite or energize only 
other things of their class, and things receive such stimulation from distur¬ 
bances that originate in their same class. The process is not one of causa¬ 
tion, but of sympathetic resonance, the existence of which is proven in the 


29 

The interpolations in parentheses are those of Needham and Ho. 
Quotation translated in Joseph Needham and Ho Ping-yu, "Theories of 
Categories in Early Mediaeval Chinese Alchemy," Journal of the 
Wahrburg and Courtland Institute 22 (1959): 189. Needham and Ho 

discuss this theory in the context of chemical processes. For additional 
information, see Derk Bodde, "Types of Chinese Categorical Thinking," 
Journal of the American Oriental Society 59 (1939): 200. 
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vibrating string experiments that Tung Chung-shu cites. He calls the 
sympathetic resonance of an identically tuned string "self-sounding" (tzu- 
ming -j=) «&,). From the standpoint of the string sounded by visible contact, 
the corresponding string "corresponds" or "responds" (ying /Jj ,). This tuning 
process was referred to often in the correlation texts and alludes back to 
an explanation that is at least as old as the Chuang-tzu. 

Lu Chu said, "[What you describe] is simply a case of taking yang 
to call yang and taking yin to call yin. It is not what I call Tao. I will 
demonstrate my Tao to you." He thereupon tuned a pair of se zithers 
and placed one in the outer hall and one in the inner chamber. When 

he struck the kung on one, the kung on the other sounded. The pitch 
30 

of the tones was identical. 

The experiments with sympathetic resonance did not, strictly speak¬ 
ing, prove the capacity of nonidentical things of the same category to 
interact. But it did validate certain theories about ch'i, viz., it existed; it 
was configured or configurable; its configurations correlated to the twelve 
pitches, the five tones, and the eight voices; and, finally, it could be detec¬ 
ted by appropriately constructed sympathetic resonators. As the "Book of 
Music" put it, "The eight winds follow the pitchpipes, and they are not 
rebellious." 31 The term kuan '*£' , "tube," "pipe," or "resonator," had al¬ 
ready expanded semantically in classical times to include the notion of 
"manage" and "control." 32 

The Tso Commentary recorded a comment about the particular 
configurations of ch'i and their manifestation in sound: "Heaven has six 
ch'i. When it descends it makes the five flavors. When it bursts forth it 

OO 

makes the five colors. They are proven by the five sounds [= tones] ."°' J 
The six ch'i are yin, yang, rain, wind, light, and dark. Chuang-tzu uses the 
term "six channeling tubes" as an apparent synonym for the six ch'i, demon¬ 
strating how close in conception were the notions of the configured ch'i and 


30 Chuang-tzu, chap. 24: "Hsu Wu-kui" & , PP- 15a-b. 

31 "Yiieh chi," p. 22b. 

32 Karlgren translates the usage in the Chou-li as "manage" or "control" 

(GSR 157h). For a polysemous use of the term that encompasses pitches 
and control, see the quotation translated from the Hou Han-shu, "Lu—li— 
chih" %% ^ [Treatise on the pitchpipes and calendar], translated 

below, p. 81, n. 56. 

33 Tso-chuan, Chao q£, year 1. 
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the pipes that detected it. The ancients were complete in their prepara¬ 
tion, he argues. They were 

the match of spirit illumination, refined as heaven and earth, nour¬ 
ishes of the myriad things, harmonizers of all under heaven. Their 
benefits flower everywhere among the common people. The funda¬ 
mental regularities were close to them, close to the ultimate de¬ 
gree. Through all six of the channeling tubes and throughout the four 

directions, from little to big, fine to coarse, where did their circula- 
34 

tion not extend? 

With techniques similar to those described by Tung Chung-shu in his 
essay on similar classes, sympathetic resonance was used to tune instru¬ 
ments. A large, single-string tuner set to a known pitch standard and 
divided carefully could be placed near another stringed instrument, a bell, a 
chime, or a pipe. It would sound sympathetically when the other instru¬ 
ment met the frequency of the string tuner. The string on the tuner would 
not be touched, just listened to carefully, a splendid example of accom¬ 
plishment through nonaction. If the string did not sound, resetting, filing, 
filling, chipping, or cutting of the zither, bell, chime, or pipe was needed. 
Because sympathetic resonance would occur only within a specific narrow 
bandwidth, tuning for resonance had some practical advantages over tuning 
by the comparison of two "forced" tones. No subjective judgment is re¬ 
quired of two tones that are possibly very different in timbre. Tuning 
devices, such as the ten-foot tuner invented by Ching Fang, gained in both 
precision of division and sensitivity as they got longer. The fact that the 
responding string was not visibly stimulated effectively demonstrated the 
remote interaction. 

Needham provides many interesting examples of canalising ch'i, i.e., 
detecting it by placing in the path of its movement a pipe that would 
resonate sympathetically and either sound or provide other indications of 

response. His discussion focuses on the well-documented practice of gath- 

35 

ering military intelligence by means of "humming tubes." While there 
may or may not be an explanation for this practice that is credible to us, it 
was clearly a widely used military technique. Needham draws his examples 
from pre-Han texts, which are sketchy in their description of the humming 


Chuang-tzu, chap. 33: "T'ien-hsia" [Under heaven] , pp. 34b-35a. 

^ Needham, Science and Civilisation in China, vol. 4, pt. 1, pp. 134-41. 
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tubes. Below is a later and more elaborate description from the Six 
Strategies (Liu-t’ao -fX a manual of military tactics that purports to 
be classical but is Han at the earliest. 

King Wu asked T'ai-kung, "Can one by means of the sounds of the 
pitches and tones know the waxing and waning of the three armies 
and decide victory and defeat?" 

T'ai-kung replied, "Profound indeed, Your Majesty's question! In 
the gamut of twelve pitchpipes, the essential set is the five tones, 
kung, shang, chiao, chih, and yil These are the orthodox sounds. 
They have not changed in ten thousand generations because they 
po ssess the con stancy of the divi ne Wav o f the five phages. 

"With them one can know the enemy's posture with respect to the 
five phases, metal, wood, water, fire, and earth, and then select an 

Off 

attacking phase that will conquer him. In ancient times, during the 
era of the Three August Emperors, it was solely by means of the five 
phases—this was even before writing existed—that their empty and 
nonacting temperaments were able to control those who were ada¬ 
mant and unyielding. The way of the five phases is, the self-realiza- 
tion of heaven and earth. The 'Distinction of the Six Chia Counters' 

>- . —„■ — .. - 07 

represents an art subtle beyond subtle." 

"It works like this: on a clear and quiet night, free from clouds, 
obscurities, wind, and rain, go forth at midnight on a light-footed 
mount all the way to within nine hundred paces of the perimeter of 
the enemy camp. Then hold the pipes to your ear and shout out so as 
to excite the enemy. There will be a returning sound, sympathetic to 
one of the pipes, though it will be extremely subtle. If it is the chiao 



37 


_ 

Several different sequences of the five phases were debated during the 
Han, some of which were generative, others conquering, masking, or 
controlling. The suggestion here is to identify the phase in which the 
enemy army is situated, temporally and spatially, and select from the 
conquering sequence the proper phase to conquer it. For a description 
of the sequences, see Needham, Science and Civilisation in China, 
2:253-65. 

The "Six Chia Counters" are the first, eleventh, twenty-first, thirty- 
first, forty-first, and fifty-first combinations of the sexagenary cycle. 
They all contain the premier heavenly stem, chia , and form a set of 
premier counters often used in divination. 
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tube that responds, then it signifies the White Tiger. If it is the chih 
tube that responds, then it signifies the Murky Warrior; the shang 
tube, the Red Bird; and the yii tube, the Hoo_ked Array. If none of the 

-'' o o 

five tubes responds, then it signifies the Blue Dragon. These all 
correlate to the five phases, the signs of [heavenly] aid toward vic¬ 
tory, the very triggers of success or failure." 

The king replied, "Excellent!" T'ai-kung continued, "These sub¬ 
tlest of all tones are also distinctly marked in other ways." King Wu 
said, "Can you tell me about them?" 

"When the enemy soldiers are startled into action, listen to 
them. If you hear the tones of sticks beating drums, it is chiao. If 
you see the light of their fires, it is chih. If you hear the clashing of 
iron shields and swords, it is shang. If you hear shouting and whis¬ 
tling, it is yii. If there is silence with nothing to be heard at all, it is 

o q 

kung. T.ltese_five_fi£,eJ;he.aorr.elations.of B SOund and-.sight." 

T'ai-kung , possibly to be construed as Duke T'ai, is the puta¬ 

tive author of the Six Strategies and other military works. He speaks 
directly to the relation of music systems to warfare. The instrument he 
describes is a multitube resonator tuned to the tones of the kung-huang 
mode-key. I would not rule out the possibility that such instruments might 
in actuality have been fashioned to function as ear trumpets, i.e., amplify¬ 
ing traps rather than resonators. They might also have functioned as 
aeolian pipes, not unlike the zithers placed in windows that later became a 
popular theme. What is subtle about the sounds is that an extremely tyeen 
ear is required to discern them with the pipes. 

What T'ai-kung described is one of many prognostication arts based on 
sound that make use of the correlative schemes of Han thinkers. The uses 
of sound and music in esoteric arts were diverse. Some techniques ex¬ 
ploited their ability to convey knowledge from a remote source to the 
sensitive ear of a medium or diviner. Some exploited their ability to exert 
a remote, yet positive influence on other things that were categorically 


38 

The tiger, warrior, bird, and dragon are the animal deities that domi¬ 
nate the four quadrants of the sky. The Hooked Array is a constellation 
of six stars in the central heavens, four of which are in the handle of 
Ursa Minor. This divination combines an element of disastrous ge¬ 
ography with a five-phases analysis. 

Liu-t'ao, Ssurpu ts'ung-k'an ed., 3.23a-24a. 
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related. Some more simply used the pitches as number surrogates in count¬ 
ing and correlating. Needham finds a precedent for the esoteric use of 
sound in ancient ancestral sacrifices. At the scene of the ritual, vapors 
from the cooking pot rise, delicious emanations that mingle with the chants 
and music of the assembly, reach to the ancestors, and lure their attention 
to the efforts of the living. 43 Ch'i rendered visible by the water vapor and 
ch'i rendered audible by the music are proof that the sacrificial effort is 
being successfully conveyed to the other realm. 


The ritual of wu 3^ mediums is dance, as recorded in both the Songs 
of the South and the Programs of Chou. Dance and music are employed to 
hasten entry into a trance; they are the conveyance, in effect, to another 
world. When the medium is in the trance and away from his assembled 
onlookers^song and dance convey back to them an account of the medium's 
progress. Mediums who used exorcistic powers against possessing spirits 
did so with chants and drums, the drums being an expression of control 
comparable to Music Master K'uei's starting the ritual and making the birds 
and beasts dance. Some exorcistic techniques developed in time into the 
arts of the medieval fang-shih -ff, -i , doctors, diviners, and magicians who 
could exorcise possessing demons, force demonic impersonators to manifest 
their true form, make birds dance and fish leap, and influence all manner of 
events remotely with their pipes, drums, and chants. 42 


Tsou Yen, the great naturalist of the third century B.C., farmed with 
his pitchpipes: "In the north there was a valley of good earth but so cold 
always that the five grains would not grow there. Tsou Yen blew on his 
‘pipe, however, and (permanently) warmed its climate, so that grain and 
millet could be raised abundantly." 43 In the Book of Documents, K'uei 
draws the phoenixes near with his music. The "Hsiao-chih" tells of whis¬ 
tling performances that could cause the earth to quake and of the whistling 
of the Su-men Mountain sages that brought on the winds and rains. 44 


^ Needham, Science and Civilisation in China, vol. 4, pt. 1, p. 133. 

Mircea Eliade, Shamanism: Archaic Techniques of Ecstacy (Princeton: 

42 Princeton University Press, 1964), pp. 174-80. 

For a discussion of these techniques and translations of the biographies 
of important fang-shih, see my Doctors, Diviners, and Magicians of 

Ancient China. 

43 

Translated in Needham, Science and Civilisation in China, vol. 4, pt. 1, 
p. 29. 

44 Edwards, "Principles of Whistling," pp. 225-26. 
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Among Six Dynasties records of attempts to influence nature is the 
account of Liu Hsin's clay dragon that made rain by blowing a pitchpipe. 

Liu Hsin's instrument for bringing rain was an earthen dragon 
which blew a pitchpipe. All of the many magicians were prepared to 
arrange it. Huan T'an asked why he made an earthen dragon for the 
purpose of seeking rain. His answer was, "When the dragon appears, 
then wind and rain arise to escort him. Therefore, copying the ap¬ 
pearance of its kind, I created the earthen dragon." 45 
Making the clay image according to the appearance of a real dragon pro¬ 
vided the basis for the interaction of like kinds. 

The officers described by T'ai-kung who gathered military intelli¬ 
gence with their humming tubes were ancestors of other kinds of mediums 
and diviners, keen-eared interpreters of bird calls, animal sounds, wind 
tones, folk songs, and even the accuracy of the emperor's own pitch stan¬ 
dards. Physiognomists considered voice to be as pertinent a physical fea¬ 
ture as any other. "The techniques for physiognomic examination of people 
include: some in the face, some in the feet and hands, some in the gait, 
and some in the voice." 46 I have mentioned Kuan Lu, an itinerant diviner 
of the third century A.D. who could interpret bird calls and the sound of 
the wind. Lu was consulted when bird anomalies were observed, i.e., birds 
making odd sounds or making calls at an unaccustomed time of year. Lu 
was also consulted when boulders cracked open and "spoke" and when other 
sound-related anomalies occurred. He was a master of the very popular 
technique of Wind Angles, the foretelling of future events by the direction, 
strength, and tone of the winds. 


45 Pokora, Hsin-lun, p. 121. The quotation is taken from Liu Chao's com¬ 
mentary to the Hou Han-shu. The extent to which this sympathetic 
interaction was possible is discussed not only by Huan T'an, but by Wang 
Ch'ung as well, in his chapter devoted to dragons and dragon myths, 
"Falsehoods Pertaining to Dragons" ("Lung-hsu" -ft % )> Han Wei 
ts'ung-shu ed., pp. 1722-30. 

46 Ch’ien-fu lun 6.6b; essay entitled "Hsiang-lieh" W5'] [Physiognomy] . 

47 Ngo Van Xuyet, Divination, Magie et Politique dans la Chine ancienne, 
Bibliotheque de l'Ecole des Hautes Etudes vol. 78 (Paris: Presses 
Universitaires de France, 1976), pp. 186-90. 
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One of the most curious of the divinational uses of the pitches was in 
helping to determine genealogies and surnames. Wang Ch'ung's Balancing 
Discourses (Lun-heng) says, "Confucius blew the pipes, and he thereby came 

A Q 

to know that he was a descendant of the house of Yin." Ching Fang, 

author of the favorite commentary on the Book of Changes for diviners, 
"originally had the surname Li. But by projecting from the twelve pitches, 
he himself made it Ching."* 1 ® The Imperial Digest of the T'ai-p'ing Era 
quotes a lost commentary to the Book of Changes: "When the sages first 
arose, they did not know about surnames or given names. They blew on 
pipes and listened to the sounds and in this manner distinguished the sur¬ 
names." 5 " 

In the Comprehensive Discussions of Virtue in the White Tiger Hall 
and the Balancing Discourses, there are more detailed descriptions of the 
systems: 

In ancient times, the sages would sound pipes to determine sur¬ 
names and then keep records of their lineages. People are born in 
possession of five constancies. There are also five correct sounds, 
the kung, shang, chiao, chih, and yiL By cyclical combinations these 
are multiplied. Five by five makes twenty-five. By further cyclical 
combinations with the four seasons and their different ch'i, the sys¬ 
tem of differentiated tones becomes complete. As a result, there are 
a total of one hundred surnames. 51 

The Art of Charting Residences says, "There are eight arts associ¬ 
ated with residences. By means of the names of the Six Chia, they 
are systematized and ranked. The ranking is determined and the 
names are established, the kung and the shang are differentiated. 
These are the five tones for residences and the five sounds for sur¬ 
names. If the residence is not befitting the surname then disorder 

CO 

will occur, followed by death, and trespass will bring on disasters." 


5 Lun-heng, "Ch'i-kuai p'ien" %j [Discourse on curiosities], 3.30a. 

Han-shu, "Ching Fang chuan" [Biography of Ching Fang], pp. 

3160-78. 

55 T'ai-p'ing yii-lan, p. 1795, quoting the I-shih lei-mo % . Other 

variants of this quotation attribute the discovery to the Yellow 
Emperor. 

51 Pai-hu-t'ung te-lun 2.35b; chuan entitled "Hsing-ming" -At, [Surnames 
and names]. 

Lun-heng, "Chieh-shu p'ien "Ufa [Criticizing esoteric arts], 25.1a. 


52 
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Wang Ch'ung's discussion goes on to debunk the usefulness of this technique, 
consistent with the tradition of skepticism in which his thinking had devel¬ 
oped. Wang Fu said succinctly, "There were also the absurd traditions of 

surnames according to the five tones. These are complete lies, of the very 
53 

worst sort." The frequent critical mention of this technique by late Han 
skeptics suggests it was rather prevalent in that time. 

The effort to refine and demonstrate the correlations challenged 
early Chinese who were engaged in scientific thinking and technological 
activities. The sympathetic resonance experiments had demonstrated the 
interaction of identical members of a category, but what of nonidentical 
members? The proposed correlation between pitches and time would seem 
extraordinarily difficult to demonstrate experimentally, yet their role in 
the management of seasonal rituals made them extraordinarily important 
to the practice of statecraft. Ching Fang, whose chun tuner was capable of 
sixty degrees of the cycle of fifths, is quoted in the "Treatise on the Pitch- 
pipes and Calendar" in the History of the Later Han . The construction of 
his tuner is described, and then all sixty of the pitches are described in 
terms of the calculated ratio to the yellow bell, the length of the attuned 
pipe, the length of the attuned string on the chun tuner, and other pitches 
coincident with the five tones at that pitch level. 54 After the completion 
of this list, the treatise says, "Section the tubes to make pitchpipes; then 
blow them to verify the sound. Array these in order to materialize the 
ch'i. This is the root source of the Tao." 55 What Ching Fang was referring 
to when he wrote "array these in order to materialize the ch'i" is an experi¬ 
mental procedure known as "watching the ethers" (hou-ch'i jr%_4U- 


55 Ch'ien-fu lun 6.2a; essay entitled "Pu-lieh p'ien" ]n 5-J ^ [Divination]. 

54 For example: "Yellow Bell; 177,147; By inferior generation makes 
forest bell; With yellow bell as kung, great budding is shang, and forest 
bell is chih. ... Its pipe is nine inches and its string is nine feet." 
These length measurements become more complex as the measurements 
go further into the cycles. Hou Han-shu, pp. 3002-14. 

55 Ibid., p. 3014. I have followed the original Hou Han-shu text, which has 
wu-ch'i :Jl , rather than accept, as Derk Bodde did, the Chin-shu 
emendation of that term. Bodde writes that wu-ch'i "yields no sense," 
but I think, quite to the contrary, that it has a sense of to "materialize 
the ch'i," which was of crucial significance. See Bodde, "Watching for 
the Ethers," p. 18, n. 1. 
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The same chapter of the History of the Later Han admits the diffi¬ 
culty of keeping the pitches true from era to era and the sorry state of 
pitch studies in its time: 

We can go back and read in the old canon. We can even get pos¬ 
session of some of the old instruments and configure them exactly as 
Ching Fang prescribed. Still, we cannot set the tension of the strings 
exactly. There is no way in writing to make people clear on a precise 
tone. Those in the past who knew it may have desired to teach but 
had no takers. The very enlightened knew it intrinsically without the 
need for teachers. Therefore, we gradually lost those in the histo¬ 
rian's office who could discriminate the high from the low. There are 
really only two means by which these can be transmitted, either by 
deriving them from unchanging numbers or by watching the ethers.^ 
The accuracy of the pitches was debated passionately at court. The 
yellow-bell pitch, being the pitch on which the other eleven were ulti¬ 
mately based, had to be accurate or the entire system failed. At least 
since the beginning of the Han, scholars were not assured of the accuracy 
of the yellow-bell pitch, and it became symbolic of what was lost from 
China's classical age. Tuners were lost through neglect during the tumul¬ 
tuous years of the late Chou. Detailed and reliable instructions were 
destroyed by the Ch'in. Various efforts were made to recover the correct 
standard, but a sense prevailed that the situation was getting worse. At 
the end of the Han, there were complaints that even the art of instrument¬ 
making was in decline. In the early third century, a prominent musicolo¬ 
gist, metallurgist, and diviner, Tu K’uei ^i^-,made an attempt to readjust 
the standards according to ancient rules. Though his reputation was 


Hou Han-shu, p. 3015. The numbers are "constant" in the sense that 
they are universal counters, significant for a variety of object sys¬ 
tems. This is explained earlier in the chapter: 

"The records claim that [the Yellow Emperor's minister] Ta Nao 
^Ctfcmade the sexagenary cycle counters and [his minister] Li Shou 
made the numbers. Once the counters and numbers were set up, 
they provided measure of the progress of the days and means to manage 
[= canalise, pipe] the myriad things. To explain this, 'one,' 'ten,' 
'hundred,' 'thousand,' and 'ten thousand' are universally used, whereas 
'pitch,' 'length,' 'capacity,' 'weight,' and 'time' are their specialized 
applications" (p. 2999). 
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unmarred and his skills widely applauded, he became engaged in a bitter 
factional rivalry with one Ch'ai Yu '^L'3 - 1 over the casting of a bell. Ch'ai 
Yu ended up a groom in the emperor's stables, but Tu K'uei also suffered 
public repudiation by the emperor. His efforts to restore the correct pitch 
standards were frustrated, and his contemporaries lamented that even the 

c.n 

linear measurements of their day were no longer reliable. 

Something more reliable than ancient rules and bell dimensions was 
needed to maintain standards that would command widespread confidence. 
Because the yellow bell was an immutable standard in nature and was, in 
fact, realized in its configuration of ch'i, techniques were explored to 
"measure" the dimensions of the ch'i. It had long been recognized that 
there was an orderly commutation of ch'i between heaven and earth. 

The ch'i of earth ascends to heaven's level; that of heaven des¬ 
cends to earth. The yin and yang press upon each other; heaven and 
earth jostle each other. That makes drumming for peals of thunder, 
then with thunder there is wind and rain, movement for the four 
seasons, and illumination for the sun and moon. This is how the 
hundred transformations arise, the way in which music is the harmony 

C O 

of heaven and earth. 

The experiment as documented in the dynastic histories sought to verify 
the correlation between the pitchpipes and twelve festivals of the solar 
year. Theory held that the festivals marked critical moments in the annual 
cycle, during which ch'i, specifically configured for that moment, was in 
motion. Pipes of precisely the correct dimensions to resonate with the ch'i 
of a given configuration could detect the motion. An array of pipes capa¬ 
ble of canalising the ch'i could, in effect, measure the cosmic tide, simul¬ 
taneously confirming both the pitchpipe lengths and the festival times. 
Various techniques were tried, including the use of sensitive pinwheel 
detectors. It was recognized that the detection of the cosmic tides re¬ 
quired great sensitivity, beyond the hearing of even the keenest ear. A 
method was developed no later than the Han dynasty that went as follows. 


^ San-kuo chih, p. 806. 

"Yiieh chi," p. 8b. The same concept is expressed in the "Yueh-ling": 
"During this month, the ch'i of heaven descends and that of earth 
springs up. With heaven and earth in harmonious accord, the grasses 
and trees stir forth with new buds" (p. 6a). 
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The twelve pipes of precisely calculated length, progressing from the 
yellow bell on down, were buried vertically in the ground. They were 
placed in circular array, with each pipe at a point on the compass according 
to its geographic and seasonal affinities. This instrument was surrounded 
by a triple-walled enclosure with a specially constructed canopy, all de¬ 
signed to insure that no extraneous air movement would influence the 
readings. The upper end of each tube was filled with a finely ground ash 
made from the pith of reeds. Because the tide was too subtle to sound the 
pipes, the ash indicator would be dislodged and "materialize" the ch'i when 
it was successfully canalised. The technique was so refined that the pat¬ 
tern of dislodged ash could be analyzed, first to verify that it was indeed 
the ch'i that dislodged it and not wind or a person, and second to glean any 
prognosticatory import from the vigor of the cosmic tide. The experi¬ 
ment was conducted throughout premodern China, though in later times the 

fifl 

emphasis seemed to shift to prognostication.'' Originally, the major goal 
of the experiment was to refine the pitchpipe lengths, according to the Han 
treatise. Gnomen measurements had long been in use and provided an 
alternate means of verifying the winter solstice. With the solstice estab¬ 
lished by the gnomen, a variance between the cosmic tide measurements 
and the gnomen template would indicate that the lengths of the pitchpipes 
were not correct. Theoretically, the ash of the yellow-bell tube would 
disperse during the winter solstice. From that point, the pipes would as- 
sumedly canalise in sequence, confirming the accuracy of their length or 
the accuracy of the gnomen marking template for the twelve festivals. 
The process of measuring the cosmic tide brought together the systems of 
physical metrology and calendrics. This provided the empirical foundation 
for the conjunction of pitchpipes and calendrics that endured throughout 
premodern China in a number of dynastic history treatises on them (e.g., 
"Lu-li-chih," "Lu-li-shu" 
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Ashes that were "clumped" together were judged to have been dislodged 
by the wind or a person. Ashes dislodged by the ch'i would be finely 
dispersed. Hou Han-shu, p. 3016. 

Bodde, "Watching for the Ethers," pp. 14-35. 



CHAPTER VI 
The "Book of Music 1 


Correlations developed in larger schemes, like that described by Tung 
Chung-shu, included sets of human virtues, social classes, family relations, 
rulership strata, and other orders central to Confucian moral and political 
philosophy. Tung Chung-shu and Yang Hsiung were both regarded as great 
Confucian scholars of their day. Whatever the reach of their cosmic specu¬ 
lations, they returned unfailingly to political and moral concerns. 

We have already seen the association between music and morality 
postulated in the earliest mythologies. Basic civilizing acts were moral 
acts. The instruments of civilization bestowed by the sage-rulers on man¬ 
kind were largely moral instruments, clearly in the interests of benevolent 
governance, harmonious society, fair commerce, and a balanced cosmos. 
Precision and propriety in the use of pitches and tone set the tone for 
harmonious society. This is described in the History of the Han: "In the 
ultimately governed era, the ch'i of heaven and earth combine to create 
wind. The ch'i and winds of the cosmos are thus correct, and the twelve 
pitches become fixed."^ 

One basic impulse in early discussions of music is to identify and, to 
the extent possible, describe the court music of the early sage-rulers, the 
better to know the details by which they achieved virtuous rule. In the 
discussion of metrology above, we have seen how the pitches were poten¬ 
tially useful in maintaining the accuracy of weights and measures. This 
important act of regulation was seen in classical times as a concrete appli¬ 
cation of the pitches in the well-governed era. The Tales of the States 
says, "For this reason, the ancient kings made as their standard the chung 
vessel, (and decreed that) the 'size' of its pitch should not exceed that 


1 Han-shu, p. 959. 
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(produced by the string) of a chiin (seven-foot tuner), and that its weight 
should not exceed a stone (tan; 120 catties)."^ 

The pitches as a component of music were regulators of length, 
volume, and weight. As measures of the cosmic tide, they were regulators 
of mankind's division of the tropical year. No later than the Kuan-tzu, 
lii : pitches was used to mean "law" or "regulation": "The laws [Zii] serve to 
distinguish each person's portion and place, and to put a stop to quarrels." 
The claims seem to allude to the function of the stones and drums in ritual, 
that of starting the dance, regulating its pace, and stopping the dance at its 
completion. If music could keep a group of dancers in harmonious move¬ 
ment, could it not do the same for society at large? This is the thinking of 
Juan Chi in an eloquent statement on music's potential for bringing 

harmony to mankind: 

Now, music is part and parcel of the very structure of the uni¬ 
verse and the beings that inhabit it. When music is in accord with 
this structure and assimilates this nature, then it will be harmonious; 
but when it departs Jfrom-them both, then it will be discordant. When 
the saints of old finvented /. musie» they made it to be in conformity 
with the structure ~of the universe and to bring to perfection the 
nature of the beings that inhabit it. Thus they determined the in¬ 
struments belonging to each of the eight directions of the universe so 
they might correspond with the sounds of the eight winds pushed 
abroad by the alternation of the yin and yang; they adjusted the 
musical tube huang-chung ["yellow bell"], the tube of central har¬ 
mony, and thereby opened up the affections of all living beings. 

Since [music is thus intimately related to all human and natural 
phenomena], when the musical scale is well tuned, the yin and yang 
will be harmonious; when the instruments are in tune, all beings will 
remain true to their species. Men and women will not change their 
places; the sovereign and his ministers will not infringe upon one 
another's position. Within the Four Seas, all will have the same 
outlook; the Nine Provinces will all fall into step. When music is 


O 

“ Needham,Science and Civilisation in China, vol. 4, pt. 1, p. 199. 

^ Joseph Needham, "Human Law and the Laws of Nature," chap. 8 of The 
Grand Titration (London: Allen and Unwin Ltd., 1969). Needham 
describes lii as "one ancient Chinese word which does seem to link the 
spheres of non-human phenomena and human law" (p. 313). 
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played at the round hill, heavenly spirits will descend; when it is 
played at the square mound, earthly spirits will arise. When heaven 
and earth thus unite their virtues, all beings will be concordant in 
their lives. Punishments and awards will not be used and the people 
will be peaceful of themselves.^ 

Juan Chi's description harkens back to the sacrifices to heaven and to earth 
(the "round hill" and the "square mound") and carries the analogy from 
regulation of the sacrifice to regulation of all society and then all Nine 
Provinces. His claim that music can "bring perfection to the nature of the 
beings that inhabit" the universe summarizes the central themes of 
Confucian polemics on music in the classical and Han periods. 

Prior to the time much had been said about acoustics or cosmology, 
writers concerned themselves with the moral importance of music at an 
individualized and concrete level. What is the nature of music's good and 
ill effects, and how does music work on society and the individual? How 
does it relate to other instruments of influence, education, and control? 
How precisely can the relationship between music and morality be de¬ 
fined? 

Duke Cha's comments on the music of the various states reveal what 
is often an admiring, yet sometimes critical response to the manifestations 
of virtue in the various songs. The Book of Documents resorts to the 
analogy between harmony in music and harmony in governance by the sage- 
rulers. The Book of Odes emphasizes much the same theme, and the Tso 
Commentary is replete with examples. 

Lii Pu-wei identifies the moral imperative in music. "It is from the 
highest antiquity that music has come down to us. It is always, unavoid¬ 
ably, either restrained or excessive, either correct or lascivious. For the 
wise, music is the means to prosperity; for the immoral, the instrument of 
their demise." 4 5 Lii subsequently provides a number of historical examples 
in which music played a role in governance. He then explains them as 
follows: 

All tones are produced in the human mind. Things impinge upon 
the mind, and it moves to make tones. Tones come into being exter¬ 
nally, but their influence is internal. Therefore, it is said, "Listen to 


4 

Holzman, Poetry and Politics, p. 89. I have taken the liberty of changing 
a few names to make the terminology consistent with my own. 

5 Lii-shih ch'un-ch'iu 5.7b. 
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the sounds to know [people's ] ways; examine their ways and know 
their intent. Observe their intent and know whether virtue is rising 
or falling, whether rule is sage or dissolute." 

Superior men and petty men alike reveal themselves in music; 
they cannot hide. Therefore, the claim that "music is the thing to 
watch" is profound. Grass and trees will not grow from barren soil; 
fish and tortoise will not prosper in troubled waters. When the times 
are murky, the rites are confused and music is salacious. Take the 
sounds of Cheng and Wei, the tones of "Mulberry Grove"—that is what 
states in chaos love, what is a delight to those of failing virtue.® 

Lii's statement formulates ideas that are illustrated in a number of classi¬ 
cal accounts, e.g., the Tso Commentary account of the physician Ho: 

The marquis of Chin requested a physician from the state of 
Ch'in. The earl of Ch'in sent a physician named Ho to make the 
diagnosis. "I cannot act on this disease," said Ho. "It is said that a 
man who is always near the women's chambers will suffer an afflic¬ 
tion akin to taking poisons from the most venomous creatures. Such a 
disorder is neither the workings of ghosts nor the result of diet. 
Infatuation has sapped the will. Your good minister is soon to die. It 
is a matter of heavenly fate that he will not be aided." 

The duke said, "You mean that one cannot be near women?" Ho 
replied, "Be restrained! The music of the sage-rulers was the means 
to restrain people in their diverse affairs. Therefore, the music had 
five rhythms [= restraints]. Fast or slow, from beginning to end, 
continuity was achieved, and the notes were perfectly centered for 
the presentation. After five presentations, further playing was not 

7 

permitted. ’ 

"This being so, the gentleman will not listen when agitated hands 
produce lascivious sounds, smothering the ears and mind in delight, 
abandoning thought of balance and harmony. Physically things will 


° Lil-shih ch'un-ch'iu 7.6a-b. 

7 I have translated chiang as "presentation" in the sense of "bestow¬ 
al." The word is problematic when used in connection with music. 
Needham, Science and Civilisation in China, vol. 4, pt. 1, p. 134. 
Needham relates it to the'"descent" or "incorporation" of cosmic ch'i 
associated with pitchpipe sounding, and I have translated it accordingly 
when used in a cosmological context. See p. 82 and n. 58 above. 
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follow this. When they reach the point of agitation, they must 
abandon their course right away, so there will be no generative source 
of disorder. The gentleman who closely embraces his ch'in or se 
zither does so with decorum and restraint. It is not to delight his 
mind."® 

The same word, cht'eh ^ , means both "rhythm" and "restraint," adding the 
force of paronomasia to the strategy of Ho's argument. Rhythm as disci¬ 
pline again recalls K'uei's striking the stone. The concrete sense of chieh 
as the joints of bamboo—it was between the chieh that Ling Lun sectioned 
his pitchpipes—suggests a recurrence of a simple pattern, as seen, for 
example, in the teeth of a comb (chieh The quality of sentiment de¬ 
scribed in the word "delight" (t'ao j-Sj) is opposite that of music's homo¬ 
graph "enjoy" (lo M:), "delight" being an act of turpitude, not cultivation. 

Of all the classical texts identified with the Confucian school, the 
Hsun-tzu makes the most significant contribution to music theory. The 
argument in "A Discussion of Music" is fully occupied with refuting attacks 
on music which Hsiin-tzu ascribes to Mo-tzu. The hyperbole of the rhetoric 
in Hsiin-tzu's discussion is an expression of the fervor of the debate be¬ 
tween proponents of the Confucian view and those of the Mohist view. The 
defense for music that Hsiin-tzu assembles is characteristic of his 
thinking. Just as did Confucius and Mencius, Hsiin-tzu continues to concern 
himself with the influential power of music, but rather than discuss the 
moral cultivation of the gentleman and the ruler, he discusses music's 
direct moral influence on the masses of people. 

Music enters deeply into men and transforms them rapidly. 
Therefore, the former kings were careful to give it the proper form. 
When music is moderate and tranquil, the people become harmonious 
and shun excess. When music is stern and majestic, the people be¬ 
come well behaved and shun disorder. When the people are harmoni¬ 
ous and well behaved, then the troops will be keen in striking power 
and the cities well guarded, and enemy states will not dare to launch 
an attack. In such a case, the common people will dwell in safety, 
take delight in their communities, and look up to their superiors with 
complete satisfaction. The fame of the state will become known 
abroad, its glory will shine forth greatly, and all people within the 


Q 


“ Tso-chuan, Chao tfS , year 1. 
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four seas will long to become its subjects. Then at last a true king 
may be said to have arisen. 

But if music is seductive and depraved, then the people will be¬ 
come abandoned and mean-mannered. Those who are abandoned will 
fall into disorder; those who are mean-mannered will fall to quarrel¬ 
ing; and where there is disorder and quarreling, the troops will be 
weak, the cities will revolt, and the state will be menaced by foreign 
enemies. In such a case the common people will find no safety in 
their dwellings and no delight in their communities, and they will feel 
only dissatisfaction toward their superiors. Hence, the turn away 
from the proper rites and music and to allow evil music to spread is 
the source of danger and disgrace. For this reason, the former kings 
honored the proper rites and music and despised evil music. As I have 
said before, it is the duty of the chief director of music to enforce 
the ordinances and commands, to examine songs and writings, and to 
abolish licentious music, attending to all matters at the appropriate 
time, so that strange and barbaric music is not allowed to confuse the 

Q 

elegant classical modes." 

The influence is particularly apparent in the context of primary social and 
familial relations: 

When music is performed in the ancestral temple of the ruler, and 
the ruler and his ministers, superiors and inferiors, listen to it togeth¬ 
er, there are none who are not filled with a spirit of harmonious 
reverence. When it is performed within the household, and father and 
sons, elder and younger brothers listen to it together, there are none 
who are not filled with a spirit of harmonious kinship. And when it is 
performed in the community, and old people and young listen together 
to it, there are none who are not filled with a spirit of harmonious 
obedience. Hence music brings about complete unity and induces 
harmony. 11 ^ 

Along with his description of the basic nature of man as evil, Hsiin-tzu 
reasonably stresses the influential power of all instruments of civilization. 
Civilization is the aggregate of means by which the evil nature of man is 
changed and harmony displaces chaos. 


® Watson, Hsun-tzu, pp. 114-15. 
10 Ibid., p. 113. 
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Of all of the Han texts about music, the "Book of Music" is the most 
elaborate discussion of its morality and its influence. In the absence of a 
classic of music to study and reconstruct, its compilers made a pastiche of 
contemporaneous and classical utterances that appeared to support the 
Confucian positions on music and ritual at court. Much of the contents of 
the "Book of Music" was taken from the Hsun-tzu, but the book also in¬ 
cludes some innovative sections that are not found in earlier writings. 

The natural philosophy as it unfolds in the "Book of Music" is less a 
theory of cosmology, attending to the pitches, and more a theory of psy¬ 
chology, looking to music as a complete and complex human phenomenon. 
The contributions of the Han cosmologists were codified and preserved in 
the dynastic history treatises on pitchpipes and calendrics; those of the 
"Book of Music" were codified in the dynastic history treatises on music 
("Yiieh-chih" j^). A division between cosmological and moral-psycho¬ 
logical philosophy emerges with this division between treatises in the 
dynastic histories, which appears in the first dynastic history and endures. 
One implication of this division is that different groups of experts were 
called upon to contribute to the two types of treatises. As the discussion 
of music became more and more involved with moral concerns, it also 
became more involved with ritual. Some later dynastic histories simply 
combined music and ritual in a single treatise to emphasize their 
complementary role (e.g., Hsin T'ang-shu -#fr ^ ^ [New history of the 
T'ang] and Yikm-shih §)■__[ History 0 f the Yiian]). 

Hsiin-tzu establishes the contrast between music and ritual: 

Music embodies an unchanging harmony, while rites represent 
unalterable reason. Music unites that which is the same; rites distin¬ 
guish that which is different; and through the combination of rites 
and music the human heart is governed. To seek out the beginning 
and exhaust all change—this is the emotional nature of music; to 
illuminate the truth and do away with what is false—this is the es¬ 
sence of ritual. ^ 

Hsiin-tzu selects music and ritual as the two most significant instruments 
of civilization for influencing man's nature. By placing them in an interac¬ 
tive, dualistic framework, structurally analogous to yin and yang, he ar¬ 
gues, sotto voce, for their primacy and their comprehensiveness. 


11 


Watson, Hsiin-tzu, p. 117. 
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The "Book of Music" returns again and again to the contrast between 
music and ritual. "Music expresses the harmony of the universe, while 
ritual expresses the order of the universe." "Music is the uniter, while 
ritual is the distinguisher." Music always speaks to closeness and familiar¬ 
ity, ritual to distance and respect. Music is the creation of heaven; ritual 
is under the influence of earth. The human virtue of reciprocity (jen 4-) is 
close to music, whereas righteousness (i jjl £-) is close to ritual. Music 
represents natural forces, ritual the things of creation. Heaven is ever in 
motion, and earth is ever still. Music thus has yang characteristics, and 
ritual has yin characteristics. Through this final association, the relation 
between music and ritual is elevated to that of a dynamic process. Music is 
found in ritual, and ritual is found in music. Each gives birth to and is born 
of the other. 1 


The "Book of Filial Piety" ("Hsiao-ching" ) attributes to 

Confucius a quotation comparing the influential realms of music and rit¬ 
ual. "For influencing airs and changing ways, nothing is better than mu¬ 
sic. For keeping the powers above tranquil and controlling the people 

13 

below, nothing is better than ritual." Here again, part of the strategy of 
the argument is the paronomasia in the expression "influencing airs," which 
might well be translated "transplanting local songs," feng 01 meaning "air" 
both as general cultural "atmosphere" and "folk song." 

The "influencing of airs" could be corruptive as well as beneficial, 
something we have already seen in Duke Cha's comments. Duke Cha criti¬ 
cized the lascivious music of Cheng, which had already been identified by 
Confucius in the Analects: "I hate the way in which the purple takes away 
the luster of red. I hate the way in which the songs of Cheng confound the 
music of the ya." 14 Red is a primary color, purple a blend, the analogy 
being to the music of the ya performed with the primary mode-keys, and 
that of Cheng with elaborated ones. In discoursing on proper models, 
Confucius said, "For music follow the Shao dances. Banish the music of 
Cheng! . . . The music of Cheng is salacious!" 1 '’ 

Hsiin-tzu expands the critique of the music of Cheng: "Seductive 
looks and the songs of Cheng and Wei cause the heart to grow licentious, 


1 ^ "Yiieh chi," pp. 4b-5a. 

1 ^ "Hsiao-ching," p. 12. 

14 Analects, chap. 17: "Yang-huo" , v. 17. 

15 Ibid., chap. 15: "Wei-ling-kung"^ , v. 11. 
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while the donning of court robes, sashes, and formal caps, the Shao dance 
and the Wu song, cause the heart to feel brave and majestic."-*-® The "Book 
of Music" places the music of Cheng and Wei in a historical context: 

The tones of Cheng and Wei were tones of a world in chaos and 
compare to the dilatory ways of the peoples. The tones of the 
Mulberry Grove above the P'u River were tones of a state facing 
extinction. The administration was dissolute, and the people wan¬ 
dered about haplessly. They vilified their superiors and behaved with 
such selfish abandon that nothing could save the situation. 1 ^ 

Another section of the "Book of Music" credits Tzu-hsia , a disciple of 
Confucius, with the following remark: 

Cheng tones are of a mind that tends toward doting excess and 
licentiousness. Sung tones are of a mind frail and effeminate. Those 
of Wei are of a mind rushed and vexed, those of Ch'i a mind haughty 
and remote. All four of these are excessive in their [external] at¬ 
tractiveness, and they are therefore harmful to one's virtue. For 
these reasons, they are proscribed from use in the sacrifices and 
rites . 18 

Picken's analysis of the line structure in the Book of Odes led him to 
conclude that the airs of Cheng were more irregular in their lines than the 
airs of other states. Most scholars have associated the music of Cheng 
with the elaborated tones (pien-yin which, added to the pentatonic 

scales, make possible a six- or seven-tone scale. Since the discovery of the 
Marquis of Tseng bell set, there can be no doubt that such elaboration was 
widely used in music performance. In the writings of the Confucians, the 


Watson, Hsun-tzu, p. 116. 

"Yueh chi," pp. 2b-3a. The Mulberry Grove music was salacious music 
that the degenerate last king of the Shang, Chou , forced Music 
Master Yen to compose. The music master drowned himself in the P'u 
River after complying with Chou's order. The Mulberry Grove music 
will be mentioned again below, in the story of Duke P'ing of Chin. 
Along with the music of Cheng, the Mulberry Grove was the bane of 
Confucian thinkers. The salacious Mulberry Grove music is "Sang- 
chien" f-sfj, not to be confused with the rain-seeking Mulberry Grove 
music ("Sang-lin" of the virtuous Shang king T'ang. See Tso- 

chuan, Duke Hsiang 3 ^'a’, year 10; and Watson, Chuang-tzu, p. 50. 

18 "Yueh chi," pp. 18a-b. 
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popularity of immoral music is acknowledged even as the defenders of the 
orthodox ya importune rulers to restrain themselves from indulgence in the 
pleasures of Cheng-style entertainments: 

Marquis Wen of Wei asked Tzu-hsia, "When I don my ritual regalia 
and listen to the ancient music, the only thing I fear is that I will keel 
over [from boredom]. But when I listen to the tones of Cheng and 
Wei, I never feel the least bit sated with it. May I be so bold as to 

1 Q 

ask why the ancient music is that way when the new is not?"- 1 ” 

The marquis's inquiry is answered at length by Tzu-hsia, who criticizes the 
new music for its loudness, complexity, vulgarity, and mixing of men and 
women in performance and reviews the venerated moral influence of the 
ancient music. But the Confucian aversion to the new music apparently did 
not effectively control its popularity at the court, where others, either in 
the Han Music Bureaus or in positions of responsibility for court entertain¬ 
ments, approved of the more intricate and interesting styles: "A house 
without trimming is not the equal of the O-fang Palace. An uncarved beam 
is not the equal of a polished rafter. Dark-colored liquors are not the equal 
of Ts'ang-wu wines. The k'ung and the chieh (instruments) are not the equal 
of the flowing music of Cheng." 20 This argument, made by Huan T'an, who 
was prefect of the Music Bureau under Han emperor Hsiao-ch'eng 
(32-6 B.C.), is followed by another in which he charges that those who 
criticize modern music do not understand music and hold resolutely to 
dogma. 

Yang Tzu-yun was a man of great talent, but he did not under¬ 
stand musical tones. I grew detached from the court music and came 
to prefer modern tunes. Tzu-yiin said, "It is very easy to be pleased 
by shallow things, but the profound can be understood only with 
difficulty. It is fitting that you do not like the court odes and delight 
in the tunes of Cheng." 2 * 

The music of Cheng became a metaphor in all of the arts for vulgarization 
and degeneration. 

The "Book of Music" resorts to characteristic Han correlative argu¬ 
ment to refine its descriptions of music's specific moral indications. 


19 "Yiieh chi," p. 17b. 

20 Pokora, Hsin-lun, pp. 66-67. 

21 Ibid., pp. 118-19. 
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Kung is the ruler, shang the ministers. Chiao is the people and 
chih the affairs of mankind. Yu is the things [of the world]. If these 
five are not in disarray, there will be no cacophonous tones. But if 
kung is in disarray, there will be disaster, because the ruler is arro¬ 
gant. If shang is in disarray, the state will topple, because the minis¬ 
ters are corrupt. If chiao is in disarray, there will be suffering, 
because the people are aggrieved. If chih is in disarray, there will be 
sorrow, because the affairs of men are in turmoil. If yu is in disarray, 
there is danger, because the material means are depleted. If all five 
tones are in disarray, they will clash and trespass each other's 
bounds. Should this happen, the end of the state cannot be far off."" 
The "Book of Music" also elaborates on the perceptible qualities of ortho¬ 
dox music. 

Therefore ultimately proper ritual offering is not the most richly 
flavored food. The se zithers in the clear temple are strung with 
boiled-soft silk and made with resonating holes broad across [for 
vapid tone]. One sings forth, and three others only breathe their 
tones. Sometimes the tones are inaudible. Dark wine is most highly 
regarded for the ultimate food offering at the sacrifice, and the raw 
fish and meat broth on the tables are not blended [with spices]; the 
flavor is left unelicited.^ 

Commentators point out that if the externals of the music or the food were 
too attractive, attention would be diverted from the main issue of the 
rites, namely, virtue. 

In its many diverse paragraphs, the "Book of Music" reiterates what 
had become the definitive issues of Confucian thought on music, most of 
which had already been expressed in classical texts. On the other hand, in 
key ways it foreshadowed the interests of the late Han and early Six Dynas¬ 
ties period, especially in its opening sections, with their preoccupation with 
the human mind. Hsiin-tzu began his discussion of music with comments 
about feeling: 

Music is joy, an emotion which man cannot help but feel at 
times. Since man cannot help feeling joy, his joy must find an outlet 
in voice and an expression in movement. The outcries and 


22 

23 


"Yiieh chi," p. 2b. 
Ibid., p. 3b. 
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movements, and the inner emotional changes that occasion them, 
must be given full expression in accordance with the way of man. 

Man must have his joy, and joy must have its expression, but if that 

expression is not guided by the principles of the Way, then it will 

24 

inevitably become disordered. 

The claims of the argument depend on the homographic relationship be¬ 
tween "music" and "joy," and several alternate readings of the paragraph 
are possible. The argument echoes the Book of Documents and the "Great 
Preface" to the Odes, both of which describe a hierarchy of expressive 
means available to man. But in this particular area, the "Book of Music" 
does not carry forward Hsiin-tzu's argument; rather, it looks more critically 
at the inner workings of the responding mind. 

I have quoted the important opening sections of the "Book of Music" 
in the discussion of five tones and yin at the end of Chapter IV. Yin is not 
definable without reference to the human mind and the mind's interactions 

with outside entities or influences. Yin: tone is distinguished from 

2S 

sheng : sound in two ways. It exists in graduated array, never singly. ' It 
is the object of intelligent production, intelligent apprehension, or both. 
Sounds and tones are issued forth when the mind is impinged upon by exter¬ 
nal things. The "Book of Music" attempts to correlate states of mind with^N 
definable qualities of the tones iss ued fo rth. v ^^ ^ fU £iy.»£ 

Music is born from th^TqaagP i Ifs source is the movement of the 
mind by external things. Therefore, when a mind is moved to grief, 
its sounds achieve a scathing quality by being abrupt. When a mind is 
moved to joy, its sounds achieve an unstressed feeling by being melo¬ 
dious. When a mind is moved to great delight, its sounds are persua¬ 
sive by being openly expressed. When a mind is moved to anger, its 
sounds achieve severity by being coarse. When a mind is moved to 
respect, its sounds achieve honesty by being direct. When a mind is 
moved to love, its sounds achieve softness by being harmonious. 
These six [states of mind] are not matters of inborn nature. Only 
when impinged upon by external things does the mind stir. 


2< * Watson, Hsun-tzu, p. 112; reiterated in the "Yiieh chi," p. 23b. 

25 See Zuckerkandl, Sound and Symbol, p. 31: "The basis of the dynamic 
qualities of tone is not to be sought in the individual tone, but in the 
relations of the individual tone to other tones." 

2 ® "Yiieh chi," p. lb. 
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Though this paragraph describes correlations between mind and sound 
from the expressive side, the "Book of Music" does not differentiate such 
correlations in an expressive context from those in an affective context. It 
presents the two in a balanced equation. The specific kinds of sound issued, 
by a mind in a specific state will impinge upon another mind and move it to 
a like state. A mind moved to anger will issue coarse sounds that will move 
other minds to anger. Conversely stated, coarse sounds will be issued by a 
mind moved to anger and be perceived by another mind in movement to 
anger. In its careful description of this process, the "Book of Music" de¬ 
fines a process that is closer to sympathetic resonance than to causation. 
Confounding attempts at definitive translation, the verb kan iti means, on 
the one hand, to "impinge," "affect," or "move" and, on the other, to "per¬ 
ceive," "feel," or "sense." In the description of the mind and external 
things, the agent and object relationship varies from statement to state¬ 
ment. That is, the "Book of Music" notes the significant concurrence of 
"coarse sound" and a "mind moved to anger" without attempting to estab¬ 
lish the agency, or causality, of the concurrence. 

With coarse tones about, there will be anger in people's minds. This is 
the premise on which the "Book of Music" bases its description of the great 
care exercised by the sage-rulers in shaping ritual and music. In subsequent 
sections, the text elaborates on sound and mind correlations as they, in 
turn, are related to public concerns. In spite of its interest in the indivi¬ 
dual mind and music, the "Book of Music" asserts its Confucian identity by 
ascribing the varied emotions of the individual to the virtue of the ruler 
and the state of society. One takes pleasure in harmonious government, 
becomes angry at corruption, and grieves over a state about to perish. The 
origin of individual feeling lies in the state of society and the quality of 
governance; and the end of music and ritual is public good, not private 
pleasure. 

"Therefore, when the sage-rulers regularized ritual and music, they 
did not do it as an ultimate provision for the desires of the palate, the 
belly, the eyes, or the ears. They did it to teach people to level out their 
likes and dislikes and re turn to the correct way of life." 27 "Likes and dis- 
TH<es require restraint (chieh = rhythm). The more level the likes and 
dislikes of the people, the better they might be integrated into the common 
public endeavor. Still, the achievement of public good is not ultimately at 


27 


'Yiieh chi," p. 4a. 
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the expense of personal pleasure. In spite of the restraint and austerity 
demanded by the orthodox styles, it is ultimately the regularity of the 
music itself that brings pleasure to the person and peace to the state, 
thereby achieving a harmony of self and society. 



Music is something in which the ancient sages took pleasure and 
which can improve the minds of men. 

' Therefore it is said that "music is joy." The superior man takes 
joy in achieving his way, whereas the petty person takes joy in 
satisfying his desires. When one's way constrains desire, there is joy 

without chaos. But when one follows desire and forgets the Way, 

28 

there will be uncertainty and no joy to be had. 


28 


'Ytieh chi," pp. 10a, 13b. 



Governing the state is comparable to playing the ch'in. 

If the large strings are too tight, the small strings break. 


Han Ying , Han-shih wai-chuan -H ^ 

[ Han's nonstandard commentary to the book of odes], 
Han Wei ts'ung-shu ed., 1.9a. 


CHAPTER VII 
The Ch’in and Its Way 


Late Han writers were skeptical about the more extravagant claims 
for correlations and the prognosticatory value of such correlations that 
were made by their preinterregnum ancestors. During Wang Mang's 
interruption of Han rule (A.D. 9-25), the use of anomalies as portents to 
justify initiatives, influence opinion, and shape court protocol was taken to 
new heights. This deflated the credibility of correlative schemes and their 
applications. With the exception of Wang Mang's immediate successor, 
Emperor Kuang-wu (A.D. 25-58), later Han rulers and their ministers 

neither showed interest in nor lavished support on the study and interpreta¬ 
tion of correlations and portents to the extent of their early Han ances¬ 
tors. The skepticism of Old Text School thinkers, including Yang Hsiung, 
Wang Ch'ung, and Ying Shao, was clearly reflected in pointed attacks on 
the Theory of Heaven-Man Parallels and the yin and yang school of thought; 
ultimately, they simply turned away from the earlier concerns altogether. 
The new interest in music was of two kinds, one a restrained mystjicigiiL and 
the other a kind of positivisj ^u—The two were complementary reactions to 
discredited Tacets of the Th§,drjv^of Heaven-Man Parallels. 

The mysticism is expressed already at the end of the early Han in 
Yang Hsiung's Classic of the Grand Mystery. The Grand Mystery, modeled 
on the Way and its processes, is an area that is unfathomable to the human 
mind. Earlier thought of the yin and yang _school defined thatwhj.ch.jMBS 
unfathomable by ordinaryTTeanS"as~s)Te7r^^:'7 ) ut*allowed that the universe 
held no s ecrets from the greatestjminds, those that penetrated jhen. The 
"Great Commentary" of the Book of Changes lias: "That which is unfath¬ 
omable by yin and yang is called shen." 1 Shen or shen-ming , the 

latter meaning "knowledgeable spirits" or "spiritual knowledge," could be 

3 


I-ching, "Ta-chuan," chiian 1, v. 5. 
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"reached" (= penetrated, t’ung jfl ) by the sages and was the basis of knowl¬ 
edge of the Changes. 

The mystical point of the latejlan^th^oryjvas that there were ulti¬ 
mately inexplicable facets t o,naturaLPJ Qcesses; a nd, consequently, there 
was unavoidable uncertainty about the significance of present events and 
prospects for the future. Hsiin Yiieh , criticizing the early Han 
theories of correlation, argued that heaven, earth, and man had different 
ways and concluded that "one may dimly envision an approximation of 
truth." 2 * Skeptical about man's ability to learn ultimate truth, Hsiin Yiieh 
analyzed the founding of the Han and wrote, "What is contingent cannot be 
predicted; what is ever-changing cannot be foreseen." 2 

There is an obvious affection for the idea that things might not be 
entirely predictable. Certain mystic themes from the Taoist classics that 
speak to limits of knowledge, to uncertainty, and to unpredictability were 
revived with commentaries that highlighted the ideal of "self-so-ness" and 
nonaction (or "nonpurposeful action," wu-wei J&)) in human conduct. The 
jde al of_ _self -so-ness (= spontaneity, tzu-jan # ), which b ecomes the 

central theme of the aesthete life-style in the early Six Dynasties, is 
articulated by Yang Hsiung: "What is to be esteemed in a writer is his 
conformity to and embodiment of the ideal of self-so-ness . . . what is 
primary and substantive lies in self-so-ness; what is supplementary and 
decorative lies in [pursuit of] human affairs." 4 Yang Hsiung provides a 
definition of the limits of knowledge: "The yang knows the yang, but not 
the yin. The yin knows the yin, but not the yang." 5 Wang Ch'ung describes 


2 Chi-yun Chen, Hsiin Yiieh (A.D. 148-209): The Life and Reflections of an 
Early Medieval Confucian (Cambridge: Cambridge University Press, 
1975), p. 107. 

2 Quoted from the first discourse of Hsiin Yu'eh's Records of the Han (Han- 
chi in ibid., p. 111. 

4 Fung, Chinese Philosophy, 2:139. I have altered Bodde's translation to 
use "self-so-ness" instead of "spontaneity." The T'ai-hsiian ching is itself 
a numerological interpretation of cosmic change, introducing a cosmo¬ 
gonic theory of yin and yang in a tripartite scheme. Sequential squaring 
of three yields nine and then eighty-one, illustrated in the text with 
eighty-one graphs. The graphs are tetragrams consisting of four lines 
represented in one, two, or three sections. Similar to the hexagrams in 
the I-ching, each is a chapter title. The first tetragram, chung , is 
described as "latent and inchoate in the Huang-kung [tone]" (1.4a). 

5 Fung, Chinese Philosophy, 2:140. 
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natural processes with the same vocabulary that Yang Hsiung used for the 
writer, arguing that self-so-ness produced the cosmos and that heaven's 
influence on events on earth is by means of nonaction. Chang Heng de¬ 
scribed the mystery as the "root of self-so-ness" in a fragment of The Plan 
of the Mystery (Hsiian-t'u-%i$) attributed to him: "The mystery—in the 
class of the formless, the root of self-so-ness, created in the Great Begin¬ 
ning, preceded by nothing, embracing all-reaching powers, concealed in the 
ch'ien and k'un hexagrams."^ 

This epistemological challenge to the yin and yang school of thought 
is also reflected in a new element of positivism in the writings of Wang 
Ch'ung and Ying Shao. There is a continuity in the curiosity about nature 
that motivated the early Han speculators and a continuity in scientific 
thinking. But, reacting to the unbridled speculation of the previous centu¬ 
ries, late Han scholars methodically reinvestigated key historical accounts 
on the basis of what was known to be plausible and likely from current 
experience. The interpretation and import of past events was subject to 
reflection by their self-consciously methodical intellects. The discussions 
of music began increasingly to focus on those aspects of the pitches and 
tones known to be demonstrable and on physical descriptions of the instru¬ 
ments themselves; Ying Shao catalogued more than twenty instruments and 
included details about their construction and dimensions. The love of lore 
is not diminished among late Han thinkers; but lore begins~~td be 'quoted as 1 
forey-as air grfiTicg oi tneir cuitiIfe 7 - rrox'Trs~a~VenTiable experience of their 
ances tors. 

In terms of subsequent intellectual history as it related to music and 
aesthetics, the more important of these two reactions was the trend toward 
mysticism and the rebirth of interest in the Taoist classics! The Grand 
Mystery of Yang Hsiung evolved into a body of thought known as 
"Mysterious Learning" (Hsiian-hsiieh ). Wang Ch'ung's naturalism and 
the emphasis on spontaneity and nonaction in his cosmogony were central 
to the thinking of such major Neo-Taoist philosophers as Wang Pi 3^55, Ho 
Yen 4*5 , Kuo Hsiang fa , Juan Chi, and Hsi K'ang. The new views are 

found in new commentaries on the Analects and the Book of Changes, and 
in numerous essays and discourses on music, feeling, and sagehood. 


® Fung, Chinese Philosophy, 2:152. 

Hsiian-t'u, in Yen K'o-chun, comp., Ch’uan Shang-ku wen, p. 779. 
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Just as the limits of human knowledge were questioned and the pre-' 
dictability of the future opened to doubt, so, too, was the precision of the 
correspondences claimed for music and feeling called into question by the 
Neo-Taoists. 8 The ancient association between sageness and sound is 
revived in a new mystical context by a number of discourses that ask 
< whether JjTe_sage, had emotions or ivhetherj nusic jias emotional c^ ntent^ A 
^ prominent example is Hsi K'ang's "Discourse on the Nonemotional Nature of 

Sound" ("Sheng-wu-ai-lo lun" The discourse takes the form 

of a oafe chis m, in which an unnamed guest confronts Hsi K'ang with Han- 
vintage correlative schemes that define the emotional correlates for vari¬ 
ous sounds. Hsi K'ang attempts to diff^cejrUaleJj^em-SUS^^^ 
which— fafi ac knowledges-eitist, and emotional co ntent, which he denies. He 
argues that the connection between sound and feeling is indirect and vari¬ 
able, and that the same music will elicit different feelings under different 
circumstances. Hsi K'ang's point is essentially the same as Susanne 
Lang er's argument, quoted in Chapter I, that music does n ot ..represent, 
flelings in particular butrepresents Uie^morphol^y^fiejHijig^ "the way 
feeltITgrgor r fly 

For his argument, Hsi K'ang proposes an analogy between listening to 
music 'and drinking wine. Music _mfl y inclina ^ffl£-tQffiMd-J_£6neral, e mo- 
tional^tate, otmiDdUiut-UlixesBo nse may be very persona l. 

In fact, one's halls may be filled with guests. After much drinking 
‘ of wine, when the ch'in is performed, sonneJ^eLflJiappy-eiAlTQlLan^ 
jtti>fa-di^»prf£it-ftofrow- It is not that sorrow is promoted 
with one song and joy with another. In actuality, the notes are un¬ 
changed, but both extremes of feeling emerge together. 


8 In a chapter entitled "Cheng-wei " IE. [Correcting th'e apocrypha] in 
the Wen-hsin tiao-lung, Liu Hsieh concludes an unrelenting attack on 
early Han apocryphal writing with the statement: "During the two Han 
dynasties, the Red and Purple were one boiling mixture." The remark 
alludes to Confucius' attack on the music of Cheng. Wen-hsin tiao-lung, 


S pp. 29-33. 

i 8 /Cither important examples 
("Yiieh-lun"-^r"Tfif); Juan 
L?? "if "Discourse on 


include Wang Pi, "Discourse on Music" 
Chi, "Yiieh-lun"; and Hsia-hou Hsiian’s 
Musical Disputation" ("Pien-yiieh-lun" 


4if On the sage and feelings, there are essays by Ho Yen, Chung 

Hui Wang Pi, and Hsia-hou Hsiian. 

10 Yen K'o-chun, comp., Ch'iian Shang-ku wen, p. 1332. 
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In the late Han, the field over which discussions of music ranged 
began to narrow. More was said about music down to earth, either as a 
part of friendship or a part of nature appreciation. Ying Shao records this 
f story, which is found with only minor variations in a number of late Han 
texts: 


When Po Ya played the ch'in and Chung Tzu-ch'i listened, Tzu- 
ch'i's thoughts were transported to towering mountains. He ex¬ 
claimed to Po Ya, "How marvelous, with majesty akin to Mount 
T'ai!" But in a moment his thoughts were carried to flowing water¬ 
ways. "How marvelous," he said, "bubbling and flowing like our 
mightiest rivers." 

• Tzu-ch'i died, and Po Ya thereupon smashed his ch'in and broke its 
strings. Never again did he play the ch'in, for he felt no one in the 
world was adequate to appreciate its voice . 11 
This story is a cornerstone of ch'in lore, introducing many of the themes 
that became subjects of longer narratives, ch'in songs, and theoretical 
discussions. J VIusic pr ovides a means of com muni on between like minds. 
There is genius in the aTf^T' peFfdrmTng"yeT also in the art of listening! 
The aff ectiv ej 2 cosesS-Qf jnpsic resemble s the affectiy e proces s of nature, 
and images of the two intermingle/ 1 ^ 


The proces s of correlation had become, by Ying Shao's time, a process y/' ■ 
of c ommu nion.. _By Hsi K'ang's time it had evolved into a proc ess n[ com¬ 
munion more with nature than with other .men. In his Rhyme-prose on the 
Ch’in (Ch’in-fu ), Hsi K'ang deftly recast venerable old utterances 

into an eloquent statement of his new understanding. 


When I was young, I loved music, and as I grew up, I delighted in 
practicing it. My belief is that things have their flowering and decay; 
on ly musj c jg. without .change. Flavors can satiate the palate; only 
music does not exhaust my interest. Nothing approaches music in a 
life of deep and solitary reclusion. Therefore, if simple repetition is 
not enough, I _chant words in order to express what I intend. If 

ftiTV. 

p. ,442. , Wj 

For a more sustained discussion of this passage and the evolution of 7 i? 
these ideas, see my article "Early Chinese Music." P>£.j 





chanting is not enough, I set words [to song] in order to open fully my 
inner thoughts [i = intent] . 43 

Music is addressed in a personal context. In a world of flux, felt poignantly 1 
in human mortality, music is seen as unchanging. Unlike carnal pleasures, 
it does not, in the process of one's enjoyment of it, dull the very capacity 
to enjoy it. It is the companion to the recluse, and it enlarges the expres- 
sive potential for language, ev en poetic language. The argument closes 
wlTn 'a^recTtatTmroTtKe'familiar hierarchy of expressive means, which by 
Hsi K'ang's time were known not only in the Book of Documents and "Great 
Preface," but in the final lines of the "Book of Music" as well. 

Although music and the other arts are still seen in the context of the 
cosmos, for the Six Dynasties aesthete the idea of Ui^ coSjno£jiacLh^^ 
less t he firmament with its starry ligh ts and more the world of nat urengar 
at hand, the~mountains and hillsidesT th e fishing streams and placjd J&kcy 
the pine forests and the bamboo groves. Music and the other arts are still 
treasurecTTor their influential aluTexpressive potentials, but such influence 
and expression are less for the benefit of state and society than for the 
individual, ex plicitlv.. rem. oved from society by his state of reclusion. - 

Ts'ao P'i's theory of literature, preserved in the fragmentary 
"Discourse on Literature" ("Lun-wen" emphasizes writing as a 

means of personal expression, an illustration of individual genius, and. a 
means to individual renown and nominal immortality. 44 Ts'ao P'i's impor¬ 
tant comments, the artistic activities of the Ts'ao family and their artists- 
in-residence, and the remarkable writings and legends of the Seven Sages of 
the Bamboo Grove constitute the particular theory and practice of art 
' associated with the Chien-an period (A.D. 196-219). The Chien-an period is 
often spoken of by scholars as the period in which Chinese theories of 
aesthetics were born and is, indeed, a period in which an awareness of art 
-familiar to modern minds emerges and flowers. 

An important part of the late Han and Chien-an preoccupation with 
individual talent was an interest in the rank-ordering and classifying of 
individuals according to their talents and achievements. The practice of 
"Pure Critiques" jCh'ing-i i.-jfj-'Sff), discussions and criticisms of individuals 
"hi formal and informal contexts, was eventually reflected in the 


13 Hsi K'ang, Ch'in-fu, in Wen-hsiian, pp. 240-45. 

14 Liu, Chinese Theories of Literature, pp. 4, 12-13, 70-72. 
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idgntific a ti on and idealiz^tior/of certain figures as models, the division of 
prominent pegple into a| talent typolo gyTaniTth 'e' ranking oFartists and 
writers according to theh^specif i c artisti? achievements. 15 As late~as"the' 
Chin dynasty, the practice of Pure Critiques "persisted as a concrete 
evaluation of people's talents. Concurrently, under the influence of 
philosophers who pursued Mysterious Learning, most notably Wang Pi and 
Ho Yen, Pure Critiques and Pure Conversations became increasingly 
associated with the abstract discussion of ontology and epistemology. 16 

The discussion of all arts in the Chien-an period invoked the concepts 
of ch'i as the energetic component in aesthetic endeavo r. Ts'ao P'i wrote, 
"Literature must take ch'i as its mainstay. And the effective manifes¬ 
tations of ch'i have particular embodiments; they cannot simply be forced. 
In this, a comparison can be made to music." 17 


'15/ 

J^For a study of Pure Critique and its relation to "Pure Conversation" 
(Ch'ing-t'an >$-*&.), see T'ang Ch'ang-ju, "Ch'ing-t'an yU ch'ing-i," pp. 
289-97. The practice of Pure Critiques is exemplified in Liu Shao's 
igj 4* (ca. A.D. 190-265) Description of Human Talents (Jen-wu-chih 
^ fF The most important example of what I have called a talent 
typology is the Shih-shuo hsin-yu -ftft^'r^of Liu I-ch’ing -£.] -Jg- 
(A.D. 403-44), translated by Richard Mather as A New Account of Tales 
of the World. The work divides hundreds of stories of eminent historical 
figures, mostly from the Chin dynasty, into chapters with such titles as 
'Virtuous Conduct," "Cultivated Tolerance," "Insight and Judgment," 
and "Technical Understanding." The most important example of the 
ranking of poets is the Classification of Poetry (Shih-p'in -$ff ~<i ) of 
Chung Hung y jj£*^(A.D. 469-518), which divides poets into three classes 
and discusses their strengths and weaknesses. 

T'ang Ch'ang-ju, "Ch'ing-t'an yii ch'ing-i," p. 292. A considerable num¬ 
ber of discourses on talent, nature, and fate were assembled during the 
Wei-Chin period, at least six of which were entitled "Discourse on 
Talent and Nature" ("Ts'ai-hsing lun" -ft ), written by Li Feng 

% ‘S'» Wfl ng Kuang , Juan Wu , Yiian Chun , Fu 

Chia (Sf- tH, and Chung Hui. A number of these were collected in a 
single volume by Chung Hui, which, in characteristic Pure Conversation 
style, explored all of the possible positions on talent and nature: that 
they were connected or not connected, the same thing or divergent 
things. Most of the writings are lost, but a brief description of them is 

17 in Mather, New Account of Tales of the World, pp. 94-95. 

Ts'ao P'i, "Lun-wen," from the Classical Discussions (Tien-lun ), 

in Wen-hsikm, p. 714. 
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From the restoration of the Han on, inte rest io .ii msic 
cosmological and numerologica l context._^ iin^_mack£dl^. Music and 
poetry as pursuits in VhiiUiecal^Jife became the greatest concerns. With 
these, as”with other subjects, there were highly abstract discussions on the 
ultimate mystery of musical and poetic process and the significance of 
ch'i. But they were balanced with discussions of music and poetry in a 
concrete and particular vein. The focus of the latter was not only on the 
artists, musicians, and poets, but on critical standards for the objects and 
performances themselves. 


Apropos of critical standards, not only ch'i, but gtberjerminotogyjw^ 
borrowed fro m earlier musical theory and_dggcription by the Ts’aos and 
their :successors to provide a cr itical vocabulary for the ev aluation of 
literature. Of greatest importance”was a~set of fivequalities of music 
borrowed by Lu Chi ^'for use in his Rhyme-prose on Literature (Wen-fu 
to explain the strengths and defects of poetry. The fiye qualities 
are "correspondence," or "response" (ytng(j$), "harmony" (ho(^j)^Ugravity 
of feeling" (pei "restraint" (ya/^J, and "artful appeal" (yen(%gj). The 
five operate in an^ntercelalfid-Ja-ayrThoob like the five phases. Each is born 
of another, controlled by another, or balanced by another. What appear at 
first sight to be contradictory requirements, e.g., for "restraint" in expres¬ 
sion as opposed to "artful appeal," are actually a prescription for the main¬ 
tenance of artistic tension between competing demands in composition and 
performance. The need for restraint checks the need for artful appeal. At 
the same time, if restraint reigns, as it apparently did for Marquis Wen of 
Wei when he listened to the ritual music, it will engender interest in artful 
appeal. Although the terms differ, this vocabulary is structurally similar to 
that used by Duke Cha, in which a virtue of the songs is always mentioned 
in conjunction with a particular vice, that vice being the excess of the vir¬ 
tue. The formula is: "A," but not "B." Art should be "grave, but not unre¬ 
strained"; "restrained, but not lacking artful appeal"; "winding about, but 
not bending over"; "moving afar, but not drifting away"; or "vast, but not 
shouting." 


18 This is treated in detail with translations of the relevant sections in my 
article "Early Chinese Music." For earlier studies, see Jao Tsung-i, "Lu 
Chi Wen-fu li-lun"; and " Literary Criti cism and Music/' pp. 22-37. 
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The five qualities that Lu Chi chose to discuss were of recognized 
importance in the period, and they were musically best exemplifed by the 
ch'in zither. The ch'in had long been associated with restraint. The Tso 
) Commentary has, " It is for decorum and restraint that ma n 

abides by his ch'in or se." ® The binome ya-ch'in was in common use 

no later than the early Han: "In the expression ya-ch'in, the character ch'in 
means ' restraint' (chin ^ ) and the character ya means 'correct' (cheng 
2 Q^ e su P er ' or man holds to what is correct in order to restrain him¬ 
self." The three manuals of ch'in schools listed in the bibliography of the 
History of the Han are all of the ya-ch'in, the schools of Master Lung, 
Master Chao, and Master Shih. 


ifHiM 


By the early Six Dynasties, ya was still part of ch'in discussions, but 
th e concept of ya had evolved away from its original association with ritual 
toward an association with simplicity and primitivism. The ideal oTmusic" 
was nojonger the imposi ng bell set and the massive stone chimes. Even the 
large]sg_zilfagrjTa d vanished as a solo instrument by the_early Six Dynasties" 
giving way tojhe HjEOrid jortable^c h'in. Juan Chi wrote in his "Discourse * 
on Music": Ujfy. 

The male and the female principles of the universe move easily 
and simply; refined music, too, is uncomplicated; the Way and its 
Virtue are level and plain: the five notes [= five tones] of music, too, 
are insipid. Refined music is uncomplicated, and so the yin and yang 
communicate naturally; it is insipid, and so all beings are naturally 
joyous. Daily they grow in unconscious goodness and achieve their 
moral transformation; their customs and habits change and alter, and 
they are all united in the same joy-music. This is the natural way; 
this was music at its beginnings. 21 <. 

The ch'in is also associated early on with gravity of sentiment. In the 
harden of Explanations (Shuo-yiian), Lord Meng-ch'ang ^ jg receives 
as a guest the musician-scholar Yung-men Tzu-chou :j j£). The lord 


2 Tso-chuan, Chao S3 , year 1. 

Li Shan quoting the Ch'i-liieh chih -fc [Outline of seven categories] 
of Liu Hsiang. See his commentary to the Ch'ang-men-fu fc f*J f 
[Rhyme-prose on the Ch'ang-men Palace], in Wen-hsuan, p. 213. The 
bibliography in the Han-shu is based on the Ch'i-liieh chih, but the 
2 extant text does not include the lines Li Shan quoted. 

1 Translated in Holzman, Poetry and Politics, p. 89. 

dL S'f 
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asks Yung-men to play his ch’in and try to elicit grave sentiments from 
him. Yung-men Tzu-chou denies that the instrument has such power. 
Instead, he counsels Lord Meng-ch'ang to look about and note the precar¬ 
ious state of his territory and his people. If that does not make the lord 
heavy of heart, argues Yung-men, his ch'in certainly cannot. Lord Meng- 
ch'ang then begins to weep over the state of his affairs, at which point 
Yung-men begins strumming his ch'in, reducing the lord to uncontrolle d 
sobbing. 22 

Characteristic of the changes we have noted already, during the 
Chien-an period the emphasis changed to the expression of grave senti¬ 
ments with the ch'in rather than the influencing of sjjeh sentiments. Ts’ao 
Chih # & wrote, Z $ U 

Turning my face to the clear wind, that i mij|ht breathe and sigh, 

I place my thoughts in my ch'in’ s sad strings. 

Though the association between the ch'in and the superior man is 
projected back at least to Confucius, and tho ugh the mythological accoun ts 
place the ch'in in the h ands of the sage-rulers of high anti quity, it is during 
t he earl y Six Dynasties that ch'in lore begins to take shape as a corpus and 
" the instru ment starts to assume the significant j>laeg in the life of the 
literati_,end^aesthete ~that _ It occupied throughout premodern culture. 
Because the ch'in was a literati instrument, no effort was spared in the 
recording of every detail of its history, the extolling of its virtues, and the 
appreciation of its physical qualities and its mystique. Poems and essays 
about it date from the Han; larger collections of materials appeared during 
the T’ang and Sung; and by the Ming, extensive handbooks were compiled 
that combined instructions for playing, large assortments of pieces to be 
played, exercises for spiritual preparation prior to performance, and sundry 
philosophical and anecdotal materials in which the ch'in devotee obviously 
took great pleasure. But precisely because these are compilations by and 
for devotees, there was a certain abandon with which materials were 
gathered and forged into quasihistorical accounts or cast as the collected 


22 Shuo-yilan, chap. 11: "Shan-shui" [Skilled persuaders],'pp. 946- 

47. A translation of a nearly identical story from P'ei Sung-chih's 

commentary on the San-kuo chih is found in Pokora, Hsin-lun, p. 

186. 

23 Ts'ao Chih, Yu-ssu-fu v!lL [Rhyme-prose on abstruse thoughts], in 
Yen K’o-chiin, comp., Ch'iian Shang-ku wen, p. 1124. 
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sayings of one or another ch'in-culture hero. The written lore of the ch'in 
is diverse and appealing. At the same time, it is extremely difficult to 
date, even approximately, much of the material and virtually impossible to 
determine the authorship of the narratives, the discourses, or the songs. It 
is often the case that something with an attribution in the classical or Han 
periods cannot be traced back further than the Ming handbook that is 
materially extant. The literati's uninterrupted interest in the ch'in argues 
for the antiquity of received materials. It is quite obvious that the Ming 
collections were not assembled de novo by their compiler-publishers. We 
can easily imagine that old handbooks became obsolete and vanished as 
newer and larger handbooks, with newer music and more lore, replaced 
them and won favor. It is a typical defect of highly specialized textual" 
traditions (which tend to have isolated and self-contained canons) that 
little of their contents can be corroborated with texts either transmitted or 
mentioned outside their own mainstream collectanea. Ch'in lore is similar 
to the Taoist Patrology in this respect. 

Probable attributions of important ch'in materials do not ordinarily go" 
back to before the late Han, with the notable exception of some one- or 
two-line utterances and some distinguished songs that are attributed to 
Confucius. /Ts'ai Yung, active during the late second century A.D., has 
been credited with the oldest extant collection of ch'in songs, several dozen 
anecdotes, and numerous aphorisms. The Ch'in-ts'ao [Ch'in prac¬ 

tices], as his major collection is called, is probably dated correctly to 
within a century, but there has long been skepticism about the attribution 
of this work to Ts'ai Yung, and no conclusive evidence is likely to be 
found. One later handbook that I have found most interesting, the 
Lingering Tones of Great Antiquity (T'ai-ku i-yin), reqords the following 
passage, which is attributed to Ts'ai Yung: 7 

The tone of the ch'in is the true tone of heaven and earth. If the 
rig ht materials are found, they will provide a true instrument for 
harmonizing heaven and earth. If t he right person i s found, it can 
provide him the correct Way for harmonizing heaven and earth. If 
^hg-gxact pitch Xs found, it will make correct tones for harmonizing 
heaven and earth. Fu Hsi made the ch'in in order to make perceptible 
^h_e systems of h eaven and earth and to h armonize tho rvM.torg n f n , a 
spiritua l forces . zq 

Though it may be doubted that the statement is Ts'ai Yung's, there is no 


24 


Then Chih-weng, T'ai-ku i-yin, p. 35. 
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doubt that a singular preference for the ch 'in had been expressed at least as 
early. ‘ Huan T'an wrote in his New Discourses (Hsin-lun ), "Among the 
eight sounds, that of silk is the finest, and [among silk instruments], the 
c h'in is supreme." 25 The supremacy of the ch 'in .in..aes_theties is little 
disputed, and there are many factors contributing to its recognized superi¬ 
ority. It is an ins trument of g reat _anti quity an d untainted_p_edigree. Fre¬ 
quently mentTonedln the Book of Odes and the Book of Documents, it was 
thought to be one of the oldest instruments, shared the prestige of all 
strings from their role as tuners, and may well be directly descended from 
the chordophone that appears to be the object of the primitive yiieh picto- 
graph. If Mizuhara Iko's argument is valid, the ch'in, being of silk, may well 
have been sanctified by ritual use jjx_ao.nriection wjUxsericultuiie. “ 


Furthermore, the ch'in possesses physical properties and qualities of - 
W sound that fit expressed aesthetic preferences very well. Van Gulik points 
out that the ch'in enjoyed a completely unique identification as the exem- 
plar of classical musical orthodoxy. As such, reverence for it was en¬ 
hanced, and its ideology was enlarged and enriched, especially in periods of 
broad exposure to popular or foreign musical influences. 27 The ch'in was 
widely studied and discussed in all periods of premodern history. It domi¬ 
nates early musical lore as the obvious instrument of choice. In the my¬ 
thologies it is the companion of Shen Nung, Fu Hsi, Confucius, Lieh-tzu, 
and Sun Teng Afc , to name but a few of its eminent patrons. Many of 
the cosmological texts from the early Han make frequent^ reference to it, 
and many aphoristic philosophies .^from the latejlan^e.g., Huan T'an's New 
Discourses and Ying Shao's Penetrating Popular Ways, davo.te,xthapters__to 
iti. It is celebrated in poems and prose-poems, including Yang Hsiung's The~~ 
Ch'in's Pure Bloom (Ch'in-ch'ing-ying ), Ma Jung's .$) fyk Rhyme- 

prose on the Ch'in (Ch’in-fu ), and two works entitled Rhyme-prose on 
the Ya-ch'in (Ya-ch'in-fu QiSfy, one attributed to Liu Hsiang and one to 
Fu I {!?'^. After numerous rhyme-prose treatments of the ch'in, the 

tradition culminated in Hsi K'ang's magnificent Rhyme-prose on the Ch'in 
^ -- 

J (Ch'in-fu ), included in the Wen-hsiian. 0 The lengthier texts dealing 

with the ch’in become less narrative and more descriptive, increasingly in 


25 Pokora, Hsin-lun, p. 182. 

25 Mizuhara Iko, "Chugoku kodai ongaku shiso kenkyu," pp. 2-4. 

27 Van Gulik, Lore of the Chinese Lute, p. 42. 

2 ® Translated by van Gulik, Hsi K'ang's Poetical Essay on the Lute. 
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the vein of appreciations. By the advent of the lei-shu. encyclopedia in the 
T'ang and Sung dynasties, more than enough material could be collected to 
fill complete chapters of works like the Imperial Digest of the T'ai-p'ing 
Era. Eventually, general collectanea, e.g., the Shuo-fu Tdi , reprinted 
complete ch'in handbooks, and in this century, collectanea devoted totally 
to ch'in materials have appeared, e.g., Yang Tsung-chi's 
Collectanea for Ch'.in Study (Ch’in-hsileh ts'ung-shu ), T'ang 

Chien-yuan's Compendium of Ch'in Texts (Ch'in-fu), and the Complete 
Collection of Ch'in Music (Ch'in-ch'ii chi-ch'eng), compiled by the Central 
Academy of Music in Peking in 1963. This accumulation of literature had 
already been identified as a body of lore by the fourth century A.D., and 
the ch'in itself had become the nucleus of a "Way .' 1 the Ch'in-tao Jf. xi . 
As such, it was the symbol of the aesthete, relating to his need for self- 
cultivation, to his need for communion with friends and with nature, and 
ultimately to his potential for triumph over the limitations of ordinary 
men. 


The ch'in and its Way are best known to Western scholars of Chinese 
humanities through van Gulik's sweeping, sensitive, and romantic Lore of 
th e Chinese Lut e and his accompanying translation of the Hsi K'ang'prose- 
poem. Recently, a book-length study by David Ming-yiieh Liang has added 
some historical and much technical information to the available Western- 
language sources. One delves into primary sources only with trepidation 
because of the considerable demands they make in terms of language and 
technical knowledge. Given the staggering amount of primary material 
that is available, the difficulty in ascertaining its historicity, and the 
central involvement of ch'in lore with Chinese concepts of art, several 
more volumes on the ch'in are needed to carry us past the pioneering 
stage. My brief comments below seek to illustrate from the body of ch'in 
lore various points raised in the previous chapters, primarily concerning 
tiifiOEifis- of -Bound-and-par-t-icular c|j^J^ies_^t_am^esiftem.&lill -[n usic._qnd_ 
^ art jL , Historically, embracing the ch'in symbolized one's interest in and 
sympathy with prevailing views on life and art. Our recourse to concrete 
examples of ch’in stories and practice will serve to bring together much of 
the diverse theory on sound and art inherited by the Six Dynasties writers. 


29 


Liang, Chinese Ch'in, pp. 132-33. 


Fig. 1. String Correlations.* 


114 



o 

D -M 




115 


ih% 

Huan T'an appears to have coined the term "Way of the Ch'in" in the 
title of his lost essay, "Ch'in-tao." A fragment that is still extant describes 
the dimensional correlates that he perceived in the instrument. 

Shen Nung succeeded Fu Hsi as ruler of the empire. He made a 
ch'in from the wood of the t'ung tree. It was three ch'ih, six ts'un, 
and six fen long [3.feet, 6.6 inches], representing the number (of 
days) in a full year. It was one eight-ftenths) ts’un [1.8 inches] thick, 
symbolizing the multiple of three and six. Above it was circular and 
gathered in, following the model of Heaven; below it was square and 
flat, following the model of earth. Above, it was broad, while below, 
it was narrow, following the model of the rituals between superiors 
and inferiors. Ch'in means "to restrain." The sages and worthies of 
the ancient past played the zither to cultivate their hearts.'*® 

Shen Nung's primordial ch'in is often described as having five strings, 
which, according to remarks credited to Ts'ai Yung, corresponded to the 
five phases. Ts'ai Yung also observed that the width, said to be six inches, 
correlated with the six cardinal points. 31 The philosophical convenience of 
the five-string zither was abandoned for seven strings on the working model 
as it emerged in-the late Han, but it still proved possible to establish a 
matrix of correlations (see fig. I). 32 The parts of the zither are named 
a fter highly evocative things and places, which they ostensibly re sembledliT 
shape: Mount Yiieh, which is the sacred Mount T'ai in Shantung, "Dragon's 
Gums," "Phoenix Forehead," and "Immortal's Shoulders," to name a few. 33 
Similarly, the tones, fingerings, strumming techniques, melodies, and 
antique instruments are all suggestively named to evoke ass ociations wit h 
immortals, rare and wondrous creatures, and remote places dear to the 
practicing and aspiring sage. Among the closest~symBoIic attachments 
were the crane and the sword, the plum and the pine tree. The former are 
said to be reminiscent of the feather plume and sword that were the civil 
and military reg^lijj in early ritual dance. 

The taxonomies of physical and acoustical correlates are an essential 
part of ch'in handbooks, but little is said about them, which suggests that 


Pokora, Hsin-lun, p. 181. 

The text used here is in T'ang Chien-ytian, Ch'in-fu, pp. 740ff. 
T'ien Chih-weng, T'ai-ku i-yin, p. 34. 

Van Gulik, Lore of the Chinese Lute, pp. 98-99. 
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the interest in them was more conve ntiona l t han vital . The pursuit of ch’m 
Correlates involveTThe^s^ issues as the general correlative discussions of 
music, although the regimentation of items is somewhat vaguer, even in the 
earlier examples. Issues of morality and leadership are often the ends of 
such discussions, just as they are in the discussions of pitches. The narra¬ 
tives are more interesting because they are more developed as stories and 
because they are about the immoral rather than the moral. 

A traveler appeared in Chao carrying a ch'in from which ch'i 
issued forth. When its sounds entered the ears of listeners, their feet 
and hands would fly and flap about, and they would lose all normal 
sense. Those with a bent toward bravura became criminal, while the 
licentiously inclined turned away from their dear ones. Criminal acts 
lead to rebellion against one’s lord and ministers, and turning away 
from dear ones means distorting the paternal relationship. Such 
distortion and rebellion further exacerbate one another; turmoil is 
born, and disaster arises.' 3 

The Han-fei-tzu, Records of the Grand Historian, Huai-nan-tzu, and- 
Balancing Discourses all tell the story of Duke Ling of Wei and his visit to 
Duke P'ing of Chin. The two dukes forced their music masters to play ch in 
tunes that were composed under the influence of morally reproachable 
lords or that were spiritually too potent for the unperfected virtues of the 
dukes themselves. As the performance went on, dark cranes appeared, an 
early warning of the cosmic disorder brought on by the playing. But the 
dukes persisted. There followed a torrent of rain and then a three-year 
drought that scorched the earth of Chin. 35 In the Han-fei-tzu chapter "Ten 
Faults" ("Shih-fei" -f jjf-), this story is told in a longer version, in which 
Music Master K’uang defines a hierarchy of musical potency, from the 
"Clear Shang" (Ch’ing-shang ) mode, to the "Clear Chih" (Ch’ing-chih 

mode, to the ultimate "Clear Chiao" (Ch’ing-chiao ) 

mode. 36 Unlike most tales of music, morality, and heavenly response, in 
which the ruler or his people are seen in a state of gradual moral decline 


34 Juan Chi, "Yiieh-lun," in Yen K’o-chiin, comp., Ch'ilan Shang ku wen, p. 
1313. 

35 The story is translated below in connection with another argument. 

36 More will be said about the Clear Chiao mode below. For a translation 
of the incident as told by Han-fei-tzu, see Watson, Han-fei-tzu, pp. 54- 
55. 
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and inevitable extinction, in this particular episode, a very powerful per¬ 
formance on t he c h'in brings immedia te rea ction and s pecific retribution. 

Arguments by Hsi K'ang, Juan Chi, and others at the end of the Han 
dynasty disavowed the precise correlation between the c h'irt and external 
phenomena and disavowed vulgar claims of magical qualities, just as they 
denied that a precise association could be made between particular music 
and particular feelings. In the same way that the unpredictability^of-ttre"' 
future appeale d to the temperament of the early Six Dynasties aesthete, 
so, too, did the unpenetrable shroud of mystery that was cast about the 
ch'in, its body parts, strings, tones, tunes, and techniques. The ability to 
plajrsreven to appreciate the ch'in becomes esoteric, _apd_tlie significance 
of the instrument and its music becomes ineffable^tVhereas the early Han 
thinker demonstrated a Confucian conf idence i n the~’biecise^unambiguous, 
and durable significance of language, in its ability to communicate, and in 
the~Tnfertra nslatabilit y_ of all systems of signification, in the early Six 
Dynasties, thi nkers are comm itted'to~~theTdea'that language is uncertain, 
amblguous7~~evocative rather than definitive,~and~ttrat~ Other systems of 
order and meaning are discrete, distinct, and in no sense fungible or inter- 
translatable. It is in this light that Hsi K'a ng’s Rhyme-prose on the Ch'in 
epitomizes the t hird- century view ofjthe in strume nt. The rhyme-prose 
creates~a~tremendous sense of mystery, not by denying the wide-ranging 
involvement of the instrument in the cosmos, but by describing its po wers 
as mystical gather than magic al. The precise nature of the powers of the 
effin is beyond the grasp of ordinary- understanding and beyond expression 
by ordinary words. In the rhyme-prose as well as in other writings, Hsi 
K'ang denies that music has specific and definable content as either an 
expression of feeling or a stimulus to feeling, but he ex pands on the idea 
that it artic ulates forms that language cannot set forth. In this capacity, 
argues Hsi K'ang, music reveals patterns of m ind and nature w ith a quality s , 
and depth unmatched by other media. 'Freed from the weight of Han musi- 




cal theory and Confucian notions of signification to such an extent, the--/ 


ch'in becomes more portable for the Six Dynasties aesthete. 




A variety of ghost stories and marvel stories testify to the prepotent 
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influence of the ch’in. In some tales, mostly of popular origin or associated 1 
with popular diviners or magicians, the instrument has precise talismanic or 
magical powers that are used to summon or control spirits, regulate ^ot ^ 
weather, open magical doors, communicate over great distances, or cure 
disorders of the body and mind. In others, mostly of more elite origin, ^ 
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attention is focused on purely artistic achievement and the enhancement of 
the reputation of historical figures who were mythologized as ch'in gen¬ 
iuses. In some there is a curious combination o f_popula£ _and elite 
j ghich i s characteristic of the best .Si x Dynasties narratives. Ch'm stories 
that reflect this combination suggest that the veneration for the instru- 
ment extende^ eymid^lfi-jdixles. The redaction of theSix Dynasties 
collection Records of the Light and the Dark (Yu-ming-lu & tp has the 
following: 


Ho Ssu-ling of K'uai-chi was skillful at strumming the ch'in. One 
night as he sat stroking his zither under the moonlight, with the 
breeze blowing in his face, a man appeared. The visitor, of towering 
build, was fettered in chains and had a depressed look on his face. 
Walking right into the center of the courtyard, he said, "Good!" and 
began to converse with Ho. The visitor said that he was Hsi Chung- 
shan 37 and he told Ho, "Sir, you move your hands very adroitly, but 
your technique does not accord with that of the ancients. So he 
taught Ho the "Kuang-ling Song," which Ho mastered and which has 
been transmitted ever since. 38 

Conversations between literati and ghosts were not uncommon in Six 
Dynasties narratives. A ghost can always out-debate even the best of 
living scholars, and among the more popular, humorous, and ironic themes 
is that of a ghost in human disguise arguing for the existence of ghosts with 
a skeptic. In this tale, the specialty of the ghost is ch'in music, and his 
appearance before Ho provides the continuity between the current perfor¬ 
mer and the ancient technique that was always highly prized in ch'in 
ideology. The invocation of Hsi K'ang illustrates the extent to which his 
image was intertwined with the ch'in as early as the fourth century. 

A survey of ch'in collectanea seems to indicate that the volume of 
tales, rhyme-prose, and poems that contribute to ch'in ideology is rather 
more’ substantial than any descriptive, technical, or instructional material 
of the sort that would contribute directly to mastery of the instrument. 


37 Another name for Hsi K’ang of the Seven Sages of the Bamboo Grove. 

38 The Yu-ming-lu is redacted in Lu Hsiin's £t Ku-hsiao-shuo kou-ch'en 

,i, -^[Redaction of ancient fiction], 3d ed. (Hong Kong: Hsin- 

i, 1967), pp. 302-3. A peculiar variant of this story, in which Hsi K'ang 
is visited by a ghost and instructed in the ch'in, is translated from a 
later source by van Gulik, Lore of the Chinese Lute, p. 152, no. 12. 
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Ch'in manuals are explicit and insistent in claiming that such materials 
contribute to the spiritual preparation necessary for mastery of the instru¬ 
ment. The underlying claim is t hat master y of_the,.instrume nt doe s not 
ri ecessarily entail p lay ing it bu t.rather involves mastery of its ideolo gy, its 
Way . Exemplary stories of the ch'in were collected when story tellin g was 
in its_ i nfanc y, the eras of Liu Hsiang, Huan T'an, Ts'ai Yung, and Ying Shao, 
all of whom are credited with compiling modest collections. The descrip¬ 
tion of music in most stories falls somewhere between the vague magical 
powers of the instrument, as illustrated in the story of Dukes Ling and 
P'ing, a nd the extravagant mystical excursions in Hsi K'ang's rhyme-prose. 
Whereas stories about the ch'in rarely include any specific descriptions of 
the music, much less any notation, ch'in music virtually always includes an 
evocative title, a short story, or narrative inserts; in short, some sort of 
' program matic cont ent. The tunes we have received through the Ming 
collections, which we might fairly assume to represent much older tradi¬ 
tions, are highly programmatic and provide their own explicit ch'in-lore 
context. Many tunes, especially those in the Ming collections, have a 
"mode significance" (tiao-i/-%$'%^ appended, a -musical prelude that pre¬ 
pares the atmosphere, the rands', and the mind for the performance of the 

*>Q 

tune itself. 0 In the Lingering Tones of Great Antiquity, terse descriptions 
are added to the mode significance, descriptions that through association 
and evocation place the mode-key in a cosmological framework. Subtitles 
(t'i-mu -^$1. f ]), pithy phrases that allude to well-known myths, historical 
accounts, and paradisiacal scenarios, punctuate the scores, guiding the 
mind of the musician through a number of programmatic themes as he 
follows the score. Like the other components of ch'in lore, the scores of 
the music present a m osaic of vaguely magic al and my stical elements. V an 
Gulik discusses the example of "Lieh-tzu Riding the Wind."™ Intelling the 
tale of Lieh-tzu's celebrated ride through space, a story line that would 
hardly need explanation to any ch'in devotee, the song exemplifies what 
ch’in discipline might do for any aspirant. Predictably, many of the songs 


A 




Q^For a detailed discussion of the tiao-i, see Liang, Chinese Ch'in, pp. 
185-207; and van Gulik, Lore of the Chinese Lute, pp. 85-87. The use of 
"mode" here differs from "mode-key" used earlier. A tiao : mode in¬ 
cludes not only the mode-key system of tones, but further structure 
toward a melody or melody type. See Powers, "Mode," pp. 376-77. 

Van Gulik, Lore of the Chinese Lute, pp. 88-89. 
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are about ancient immortals, aged fishermen, tranquil firewood collectors, 
and other lyric and eremetic types, who themselves are often devotees of 
the ch'in and beneficiaries of its powers. JTh e pro gram contend of the __ 
tunes , then, snnnlies a model with whom the 

per formance of the piece, making the pej /j^lLim£^n_explicii^ 

The performance oFsuch a piece not only tells the story,^t^draws__ 

to the very character andJife the p ieeejtescribes.__ 

This i s an impor tant dimension of JTie pursuit of the ch Jin^as^q^rgtruiTTgnt— 
, of s§Jf-disciQijne jsujd cultivation. Before considering a specific example 
and its implications for the art,Twill first attempt to describe the instru¬ 
ment and ideals of its performance in more general terms. 

From the variety of materials we have about the ch'in, it is possible 
^ to characterize an ideal performance, one that optimizes the many poten- 

I tials of the instrument. Given its emblematic role in the aesthete's life and 
its functional role in his discipline and refinement, what we can say about 
an ideal moment of ch'in performance will additionally reveal ideals in the 
life of the aesthete and foster understanding of underlying aesthetic no¬ 
tions in medieval China. We can begin where most ch'in manuals begin, 
with a description of the physical properties of the instrument in the con¬ 
text of its ideology and lore. 

The body of the ch'in is a hollow supporting chamber made of a 
curved upper surface and a flat lower surface, which are compared to the 
heavenly firmament and the face of the earth. The standard size is approx¬ 
imately four feet in length and six inches wide, with two concave waists at 
either end. The strings stretch nearly the entire length of the body, begin¬ 
ning at widely spaced loops atop the bridge at the square end and coming 
gradually together, then curving under the end of the body at the narrow, 
rounded end. Prior to standardization during the Han, strings numbered 
from five to twenty-seven.41 The standard ch'in has seven strings, grad 
uated from thick to thin, with a precisely prescribed number of filaments. 
The strings are individually tensioned, but all have an equal effective 
vibrating length. The top surface of the instrument is unfretted, with 
thirteen decorative points, hui , marking fractions of the string 
lengths. Although van Gulik calls the instrument a lute, in order to 


41 A comparison is made between classical and early Han zithers in Huang 
Hsiang-p’eng, "Tseng Hou-i mu ti ku yiieh-ch'i," pp. 33-34. 
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associate it with the lute of the medieval courtier, it is technically a 
zither, by virtue of its construction and playing method. Major decorative 
touches, inscriptions of names and dates, fastening pegs, and two 
i rectangular ports are concealed on the bottom of the instrument, generally 
out of sight." The instrument should be finely lacquered, with a dark 
metallic color of muted translucency. It is extremely light, comfortable to 
the touch, and of an easily embraceable shape. Hence, it is readily 
portable. The strings are relatively soft and not tightly drawn, making the 
voice low in pitch and the volume low in amplitude. 

As the chart of correlations above (fig. l, p. 114 ) demonstrates, the 
seven strings are named according to the classic five tones plus wen 
and wu ^ . Wen and Wu were sage-kings to whom the addition of the sixth 
and seventh strings is credited. With the bridge positioned to the right, the 
thickest string, kung, is farthest from the player. The number of filaments 
in the strings range from one hundred eight to forty-eight, decreasing by 
ratios equal to the intervallic ratios of adjacent strings. As in the five 
tones themselves, the ratios and thus the pitch relations of the strings are 
prescribed, but the exact pitch level itself is not. The filament and pitch 
ratios from kung to wu, i.e., from string one to string seven, are 9:4, defin¬ 
ing a thirteenth. 

The thirteen hul markers combine the advantages of accurately 
marked intervals while not restricting the string length by frets. This 
provides not only considerable freedom in the pitch, vtbrati, and glissandi, 
but special potentials in shaping timbre as well. The left hand may stop a 
string fully by pressing it to the sounding board and thereby reducing its 
vibrating length, just as a violin string is controlled. But it may also touch 
the string lightly at a hui mark, establishing a node point which divides the 
string into two harmonics of the open-string pitch. This is similar to the 
sounding of harmonics in the higher registers of the violin, but on the ch'in 
it is used for high and low pitch. Given the choice between a light touch or 
a full touch at any hui, the performer has dual-pitch capability without 
changing position, a capability analogous to the dual pitches of the MT 
bells. There is both a divisive and a harmonic sequence of pitches 
associated with the hui. If the left hand is moved from hui to hui toward 
the right, full stops create an ascending scale that reaches the octave at 
the seventh hui, another octave at the fourth, and a third octave at the 
first hui, counting from the bridge. In contrast to this straightforward 
ascent of pitch, the same movement with light touches will sound the third 
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octave at the thirteenth hui, descend to a second octave at the tenth, 
continue descending to the first octave at the seventh, and ascend again to 
the third octave at the first hui. Light touches will cause a symmetrical 
ascent and descent with the same hui sequence that causes a regular ascent 
with full stops. Without the addition of any other variations in touch or 
strumming technique, twenty-seven tones are playable on each string, a 
total of one hundred eighty-nine per tuning for all seven strings, if one 
takes into account the timbre distinctions for the same pitch sounded on 
different strings. The ch'in is thus comparable to the MT bells also in. 
terms of the great number of tones available. The hui on the board are not 
the finest distinction recognized in the notational system, though they are 
the finest marked on the instrument. For notational purposes, each hui is 
further divided into ten fen . 

In spite of the great number of tones available, the number of pitches 
is still very limited on the ch'in. The aestheticjv jrt'ip nf "artfiH-appeal^. 
remands diveraitv ^iD-thfi..cflse-QLJlie. rhtfn , Hint. div er sit y- ^ rfiflliyigd in 
{b.timbTeTnorpiteh. With light touches, only the tonic, third, and fifth can be 
'^SHndedToTMch octave. Full stops add a second and a sixth, filling out the 
basic pentatonic series, 1-2-3-5-6. David Liang has conducted a statistical 
analysis of the most venerable of early compositions, "Secluded Orchid" 
("Yu-lan" A Ml).^ He demonstrated that most sections used only seven or 
eight pitches and that those of the jj|ntatonie series were preponderant. 
On the basis of further correlations with data describing resolution and 
duration of notes, Liang concluded that the most important pitches are the 
tonic and fifth. In its utilization of pitch, the ch’in is a mo dgj. o f-l ' Efc- 
straint. " 

There appears to be no comparable exploitation of timbre for variety 
in Western music. As a result, Western studies of the ch'in and of Chinese 
literati music often note that musical composition focuses on timbre rather 
than pitch. Needham remarks that early European travelers to China were 
unaccustomed and, we might assume, unresponsive to this dimension of the 
music they heard in China. 44 Given the constraints on pitch variations in 


42 The manuscript of "Yu-lan" dates to the T'ang, which Liang says makes 
it the oldest known piece of ch'in music. Liang, Chinese Ch'in, p. 208. 

43 Ibid., pp. 233-38. 

44 Needham, Science and Civilisation in China, vol. 4, pt. 1, p. 142; see 
also van Gulik, Lore of the Chinese Lute, pp. 1-2. 
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classical moral philosophy as they were finally crystallized in the concepts 
of y g : restraint, ho : harmony, and yinq : resonance. _ we can appreciate the 
particular advantages of the ch'in, with its capacity for prolific timbre i&- 
> variatign_of_a_ singlg pitch . Making timbre the highest order in distl^th^ 
tonal features made possible the enrichment of the performed music by 
means of tonal variation within the confines of an even more parsimonious 
use of pitch variation than the orthodoxy required. As a model of correct 
music, "Secluded Orchid" achieves extreme restraint by relying on only two 
pitches primarily and achieves artful appeal in its exploitation of timbre 
variation. 

There are moments in a ch'in performance when the left (stopping) 
hand is apparently still and a number of subtly distinct tones are played. 
There are other moments when the performer's hands dance through a 
senf-5_2XjK>m£l£2Lsh6U«s^ndjn2U especially 

In ch'in music, which^Tantsnm^tl^i^ - 
sive, a parlor music and more typically for only one or two, there is parti¬ 
cular interest in the interplay of visible hand movements and sound. A 
highly developed choreography of hand movements is expressed in the 
traditional ch'in notation system and is elaborated in the ch'in manuals. 
Reliance on timbre variation permits a quietness in the player's arms and 
hands. Even with a change of stop technique at the same hui mark, 
changing pitch involves a repositioning of the hands. In contrast, subtle 
yariations in timbre are p erformed wi th in visib ly minute motions of the 
hands. They are somethih g~To~which eyes and ears must~be~carefully at- 
tuned.-- 9 n e ch'in manual offers' the following description oW fingering 
method: 

yfn : vibrato. A finger of the left hand quickly moves up and 
down over the spot indicated. "A cold cicada bemoans the coming of 
autumn." The plaintive, rocking drone of the cicadas . . . should be 
imitated. Of this yin there exists more than ten varieties. There is 
the ch'ang-yin , a drawn out vibrato, that should recall "the cry of 
a dove announcing rain"; . . . the yu-yin ^ , swinging vibrato, that 
should evoke the image of "fallen blossoms floating down the stream," 
etc. Remarkable is the ting-yin ; the vacillating movement of 
the finger should be so subtle as to be hardly noticeable. Some hand¬ 
books say, that one should not move the finger at all, but let the 
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'/ timbre be influenced by the pulsati on of blood in the fingert ip, 
pressing the string down on the board aTittle more fully and heSvrty 

4 c j 

than usual. ' 

The sound continues to be articulated in motionless m g rnen t S, when J&L. 
performer seems inactive and h i s hands qui et; 

The~overall effect in performance is ajlisconnegtion of _t he visible 
and the audible. Complex hand movements cause no audible changeand 
Tnv£i5Ie~fiand movements subtly alter the timbre. The importance of the 
interplay between the visible and the audible is reflected in both the nota¬ 
tion system, throughout its historical development, and the accumulated 
lore that defines the ideals of ch'in performance. 


45 Van Gulik, Lore of the Chinese Lute, p. 125. 



CHAPTER Vffl 

Critical Terminology, Notation, and Ideology 


There were attempts to classify the varieties of timbre in the ch'ln 
repertoire that were in essence descendants of the pa-yin, the "eight 
voices." With regard to the ch'in, the terminology was either descriptive of 
the sound or referential to moral or mystical values. Some terms describe 
the touch—"light," "loose," "crisp," "quick," and "gliding." On the other 
hand are such terms as "clear," "empty," "profound," "ancient," and "bal¬ 
anced." Sixteen distinct tones are described by van Gulik. 1 Just as in the 
word "touch," the terminology pertains to both the motion of the hands and 
the qualities of the sound. It is useful to remember that descriptions of 
sound are often metaphoric, and metaphoric descriptions are likely to be 
culturally particular. That is, we describe pitches of faster vibrating 
frequency as "high" and slower ones as "low." There is nothing universal 
about this choice of metaphors; we could as easily have adopted "short" and 
"long" (descriptions of wave-length if there is in fact a reference to fre¬ 
quency in "high" and "low"). The same is true of other descriptions of 
tone: "sharp," "grave," "light," and so forth. Perhaps the most basic de¬ 
scription of tone in Chinese is found in the terms ch'ing ^ and cho ^, 
literally translated as "clear" and "turgid." These are variously explained 
as "high" and "low" when referring to pitch, "unvoiced" and "voiced" when 
referring to speech, and "pure" and "resonant" when referring to timbre. 
Scholars have speculated that the terms ch'ing and cho were derived from 
the experience of tossing rocks into water and observing the wave pat¬ 
terns. Smaller rocks make smaller waves of shorter period and do not stir 
up the bottom silt. Larger rocks make larger waves of longer period and do 
stir the silt. 2 What can be said with certainty is that the terms are a pair, 
defined in relation to each other and metaphoric in their origins. Because 


* Van Gulik, Lore of the Chinese Lute, pp. 105-13. 

Needham, Science and Civilisation in China, vol. 4, pt. 1, p. 157. 
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the ch'in lore abounds in description and literary allusion, it provides keys 
to the origin of its critical terminology. This area of inquiry has yet to be 
developed by scholars, but as it becomes understood it should provide keys 
to understanding critical terminology in other arts as well. 

The critical terminology that describes the tones and the music is in 
most ways parallel to the notation system of the music itself. I would 
venture the generalization that within a culture or musical tradition, all 
systems of critical terminology and notation will focus on those qualities 
considered to be definitive of the music and will reflect in their own struc¬ 
ture what is definitive in the structure of the music. In the ch'in tradition, 
both critical terminology and notation strive to be comprehensive with 
respect to the tones. That is, they strive to define the tone wholly, not 
merely one or another quality of it. In contemporary Western notation, 
instructions like forte and pianissimo define volume. The position of notes 
on the Western musical staff defines pitch level. The form of the note 
defines its duration. Diacritics define variables of articulation. A differ¬ 
ent facet of the notation is dedicated to each of the important qualities of 
the tones. The sum of these constraints is the tone as it must be produced 
at that moment for that particular piece of music. The notational system 

is distinctly linear, reflecting the linear nature of music organized around 
3 

melodic line. 


3 The structure of a notational system reveals the perceived structure of 
the music in that it seeks to define, with minimal ambiguity, all choices 
that are essential to the identity of the piece being recorded or com¬ 
posed. Anything not described by the notational system must be exter¬ 
nally transmitted (as from teacher to student) or it is not essential to the 
identity of the composition in question. One advantage to studying music 
as a key to other arts is that music is unique in having a dedicated 
notational system; that is, another semantic system into which it is 
essentially translatable. Langer observes that music notation systems, 
while not readily reducible to meanings or concepts (as is ordinary 
language), are similar to language as systems of articulated forms with a 
remarkable tendency to modify each other's characters in combination. 
(Langer, Philosophy in a New Key, p. 228.) This is not to argue that a 
piece of music and its score are the same thing. However, comparatively 
speaking, a symphony is more fully described in an orchestral score than 
a play in its script or a painting in a verbal description. Consider 
reproducing a symphonic performance from its score, a play from its 
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The literary language which prevailed in China for some two millenia 
is self-consciously reflective of its own past in the preservation of histori¬ 
cally sanctioned formats and genres, the constant use of allusion, and the 
0 constant use of the commentary approach for structure in philosophical 
discourse. The literary tradition is imbued with a sense of nostalgia, and 
its refinement was motivated by a desire to preserve the knowledge and 
virtues of the past. A similar sense of nostalgia and a similar desire to 
preserve the music and virtues of the past are evident in the ch'in nota¬ 
tion. Virtually all of the tiao-i mode-key significance and t'i-mu subtitles 
affixed to the notation are historical and allusive. Some scholars have 
claimed that the tiao-i are simply preserved primitive tunes that are the 
font for that particular mode. 

Historical records of as early as the sixth century B.C. tell of ch'in 
tunes being written down, but it has so far been impossible to document the 
existence, prior to the T'ang, of the standard traditional ch'in notation 
system, called "abbreviated graph notation" (chien-tzu-p'u gf if t# ). A 
score of "Secluded Orchid" is extant from the sixth century A.D., expressed 
in written descriptions of the hand movements. A similar written notation 
of hand movements (wen-tzu-p'u ^ ) is described in a number of Han 

accounts and may well have roots earlier than the Han. 5 Resembling 
ordinary literary Chinese writing, the ch'in notation is holistic, attempting 
to achieve a single, integrated definition of a sound within a single, inte¬ 
grated "graph." The notation is comparable to medieval tablature in the 
West, describing not the sound (i.e., its pitch, duration, or volume), but the 


script, a painting from a description. It is said that even those less 
gifted and less beleaguered than Beethoven in his deafness can, through 
practice, derive aesthetic pleasure from reading a musical score that 
rivals hearing a performance. 

For a discussion of early views on writing and record-keeping, see my 
article "The Six Dynasties Chih-kuai and the Birth of Fiction," in 
Chinese Narrative: Critical and Theoretical Essays, ed. Andrew H. Plaks 
g (Princeton: Princeton University Press, 1977), pp. 21-52. 

The evolution of the notation systems for ch'in music is reviewed briefly 
by Liang, Chinese Ch'in, pp. 208-13. The early manuscript of the "Yu- 
lan" is reproduced in the Ku-i ts'ung-shu ■* discussed in Paul 

Pelliot's "Notes de Bibliographic chinoise," Bulletin de I'Ecole Francaise 
d'Extreme-Orient 2 (1902): 315. The putative date of the text is A D 
590. 
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way the sound is made, the fingering, the hand position, the nature of the 
strum, and so forth. According to performance ideals, the exact pitch and 
duration are, in fact, at the discretion of the ch'in player. The contrast 
between Western notation describing the sound and the ch'in graphs de¬ 
scribing the movement of the performer is suggestive of what ch'in masters 
thought was important to record, and hence what they felt was essential to 
the performance. 

In the earliest collections of ch'in music, the pieces are called ts'ao 
, which refers to the performer's composure rather than the music's 
composition. 6 Huan T'an wrote, "The sages and worthies of the ancient 
past played the zither to cultivate their hearts. In adversity, they would 
devote themselves to perfecting their own persons and would not lose their 
principles; therefore, a composition [for the zither] was called a ts'ao 
['principle'] ." 7 In the Ch'in-ts'ao, virtually nothing is written about the 
sound of the fifty-odd classic songs collected; only the physical and emo¬ 
tional contexts of their composition are described. 

The holistic nature of the notation is reflected in its visible struc¬ 
ture. Like ordinary characters, each tone is represented with a bidimen- 
sional combination of basic forms (= radicals), fitted into equidimensional 
quadrates irrespective of graphic complexity. The basic forms are derived 
from ordinary writing, and the arrangement of the graphs is columnar and 
sinistrorse. 8 Facets of the tone defined by the graphs include timbre, 
relative pitch, attack, relative duration, and embellishments, e.g., glissandi 
and vibrati. Pauses and general pace are noted interlinearly. The core of 
each graph is called a c hien-tzu ffl an abbreviation of an ordinary 


6 Ts'ao is described as the ability to remain composed in the face of 
potentially aggravating circumstances. See the Feng-su t'ung-i, p. 1442, 
and the Lii-shih ch'un-ch'iu 5.7b-10b. Van Gulik reviews the problems of 
dating and authorship of the Ch'in-ts'ao in Lore of the Chinese Lute, p. 
167. 

7 Pokora, Hsin-lun, p. 181. 

8 The descriptive terms for the Chinese written character are from Peter 
A. Boodberg, "The Chinese Script: An Essay on Nomenclature (The First 
Hecaton)," Bulletin of the Institute of History and Philology 29 (1957): 
113-20. 



Fig. 2. Ch'in Notation. 



From the Ming dynasty collection Shen-ch'i pi-p’u 
-&Z—^ [Secret collection of marvelous songs], 
reprinted in the Ch'in-fu, pp. 124-25. 

The song is the popular "Liu-shui" [Flowing waters]. 
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character that defines a chih-fa %% , "fingering." 9 Van Gulik writes 

that a handbook will typically have from one hundred fifty to two hundred 
such fingerings, 19 which we might note is close to the number of pu-shou 
tj? ("radicals") in the lexical tradition. The most important of the 
chien-tzu are described with particular attention to shou-shih ^ ^ , 
"hand postures," and may be seen as representing hand postures and move¬ 
ments. Enclosed in the chien-tzu is a number, written larger than any 
other number in the quadrate, that indicates the string on which to perform 
the movement. Above it is an abbreviated sign that describes the fingering 
of the left hand used to stop the string and a number, written small, indi¬ 
cating the hui and fen where the stop is to be executed. Each graph pre¬ 
scribes a moment in the music. As in literary Chinese, the molecular, 
isolated, and isometric appearance of the graphs conveys a sense of suc¬ 
cessive and complete moments, rather than a sense of linear continuity. 
This, I believe, reflects the essential sense of time in ch'in performance. A 
percussive burst of sound will be expressed in a single graph, and a long 
glide will be expressed in a single graph. 11 Thus, whereas the graphs are 
spatially fungible, the corresponding performance is not so in terms of 
movement or sound. 

From the Ch'in-ts'ao to the sixth century to the standardized notation 
known to have existed since the T'ang, the recording of ch'in music always 
attended primarily to the hand movements. The proper execution of hand 
movements is the immediate means of proper performance, with the result 
that much of the elaboration of performance instruction is concerned with 
hand movements. Not only are the hand movements prescribed for the 
particular pieces, but an auxiliary body of materials describes the hand 
movements generally in richly imagistic language. At least as early as the 
Ming, ch'in handbooks included long, illustrated sections in which line 
drawings of hand postures were placed alongside corresponding natural 
scenes. 12 The use of the term shou-shih dates back at least to the History 


9 Pian reviews all the forms of notation found in Sung dynasty musical 
references. See Sonq Dynasty Musical Sources, pp. 59-98, esp. pp. 76- 
92, which include a detailed introduction to ch'in tablature. 

19 Van Gulik, Lore of the Chinese Lute, p. 114. 

11 See, for example, ta-yuan and so-ling in ibid., pp. 122-23. 

12 The oldest known example, according to van Gulik, is the Wen-hui-t'ang 
5L ■§£ -jf [Hall of literary gatherings], a ch'in handbook with a preface 
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of the Northern States (Pei-shih it ^_), compiled in the late seventh 
century. The idea in association with the ch'in probably dates back at least 
to the late Han. 

Other arts in early China used similar imagistic approaches to the 
teaching of mental preparation and physical technique. Ts'ai Yung uses the 
term "posture" (shih -ty) to describe the significant patterning of callig¬ 
raphy brushing after bird and animal markings and tracks. 13 The associa¬ 
tion between calligraphy and animal tracks and markings was made in the 
earliest classical texts and was recited again and again in discussions of the 
writing system. While this association has often been seen by scholars as a 
static relationship between the written characters and animal markings and 
tracks, nothing in the primary texts excludes the possibility that the asso¬ 
ciation was more dynamic; that is, the movements of the hands in making 
calligraphy were seen as correlative to the movements of animals in the 
making of their visible traces. 14 In an early T'ang manual of calligraphy 
technique, the Plan of Strategies for the Brush (Pi-chen-t'u ^ (SI j, the 
basic eight strokes of calligraphy are explained in images comparable to 


dated 1596. See ibid., p. 115. For my discussion, I have used the T'ai-ku 
i-yin, which was originally printed within a decade of the Wen-hui- 
t'ang. The original date and circumstances of the T'ai-ku i-yin are 
uncertain, with some editions making reference to Sung authorship. At 
this point it is impossible to identify the extent to which the work is the 
result of individual authorship as opposed to gradual accretion, but its 
encyclopedic nature, very much like a lei-shu, suggests that whenever it 

13 t00k lts Present form, its contents derived largely from earlier sources. 

Ts'ai Yung, Chiian-shih [The postures of the seal script], in 

Ch'uan Shang-ku wen, comp. Yen K'o-chiin, p. 900. The most popular 
myth describing the invention of writing credits that important step in 
the emergence of culture to Ts'ang Chieh ^ , who was inspired by 
and imitated bird and animal tracks. For a brief review of the myth, 
see Jonathon Chaves, "The Legacy of Ts'ang Chieh: The Written Word 

14 “ Oriental Art Magazine 23, no. 2 (Summer 1977): 200-215. 

The imitation of animal movements is the underlying principle of Taoist 
calisthenics, tao-yin ^ $| , by means of which one improves one's 
integration with natural process and prolongs life. See Holmes Welch, 
Taoism: The Parting of the Way (Boston: Beacon Paperbacks, 1966), p! 
108; and Needham, Science and Civilisation in China, 2:145-46. 
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those used to inform the ch'in hand postures, e.g., "a stone tumbles from a 
high peak," "waves crash and thunder roars," "the earth breaks off an 
elephant tusk," and the like. 15 Often related to the Ts'ang Chieh myth are 
accounts of calligraphic geese, and even calligraphic incense smoke, in 
which a flock of geese or a trail of smoke nonpurposefully and unaffectedly 
write against the sky. 

Several pages of hand-posture illustrations from the Lingering Tones 
of Great Antiquity have been included here. Correlates to particular 
postures may be ordinary birds and beasts, mythical birds and beasts, 
natural scenes or formations, and, on rare occasions, people. The corre¬ 
lates are not simply things, but things in motion or in motionlessness. It is 
motion on which the hand movement is to be modeled.. The freezing black¬ 
bird pecks at snow, the divine turtle crawls out of fhe water, the leaping 
fish splashes with its tail, fallen petals ride the wave crests, dragonflies 
dapple the still water, and the swallow darts after a flying insect—all 
provide evocative analogies for the movements of the hands over the ch'in 
strings. Ideally, the hands and the instrument are transformed in perfor¬ 
mance to achieve perfection of the correspondence and perfection of the 
execution of the posture. Beneath the sketch of the hand is a detailed 
description of the posture, indicating which strings are strummed, the 
nature of the attack, and the number of strums. Beneath the sketch of the 
correlative scene or creature is a hsing, a poetic and metaphoric invocation 
of the essence of the posture. For example, beneath the illustration of a 
figure facing an empty valley (fig. 3), there is a poem entitled "Sending a 
Sound Through the Empty Valley": 

Long whistle, just one sound 
Rattles the trees and the mountains. 

Following the sound, echoes return, 

In the void of the valley, between here and there. 


15 Richard Barnhart, "Wei Fu-jen's Pi-chen-t'u and Early Texts on 
Calligraphy," Archives of the Chinese Art Society of America 18 (1964): 
16. Barnhart dates the text to the early T'ang on the basis of its con¬ 
tents, in spite of earlier attributions ih the native tradition. The manu¬ 
als will be of considerable use in dating technical manuals for other arts 
as well, including the playing of the ch'in. 

16 James I. Crump, "Calligraphic Geese and the Scent of Time," chap. 8 in 
Songs from Xanadu (Ann Arbor: The University of Michigan Center for 
Chinese Studies, forthcoming). 



Fig. 3. Illustrations of Hand Postures. 
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The top is entitled "Sending a Sound Through the Empty Valley"; 
the bottom is entitled "A Secluded Bird Pecks at the Trees." 
From the T'ai-ku i-yin, in Ch’in-fu, p. 66. 
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Overall, then, there is a three-part relationship among the hand posture, 
the sketch of its emulation object, and the poetic description of the es¬ 
sence of the correspondence. Because of this association, an explicit 
metaphoric value is provided the various executions on the instrument. For 
example, light touches on the strings to sound harmonics are floating 
postures—butterflies float across the flower petals. Legato executions are 
flowing postures—the water of the creek babbling through its intricate 
course. Pizzicato executions are dappling postures—the dragonfly dipping 
the tips of his wings in still water. Water, especially various scenes of it 
flowing, falling, reflecting, and rippling, is a favored image. 

It is probable that the significance of the hand postures was elabo¬ 
rated in the transmission of playing technique and lore from master to 
student. As in most correlative schemes, the emphasis i£ always on the 
internal essential nature of the things compared, irrespective of the extent 
to which external illustration is used. For example, the ta-yikm Pft fg] 
posture requires a straightening of the little finger, with a relaxed claw 
shape made by the other four. The hand resembles the four crooked legs 
and outstretched neck of the turtle crawling from the water. But what is 
sought is the ch'i of the creature. Van Gulik writes, "One should try to 
imitate the crawling movement of the legs of the tortoise: short but 
determined touches in absolutely the same rhythm." 17 As is the ease in 
Taoist gymnastics, the goal is achievement of the inner qualities of the 
animal being imitated. The implicit claim of the hand-posture approach is 
that there is musical patterning in the natural world, a patterning which 
may or may not involve sound and which man can emulate. 

In the great wealth of ch'in writings, certain apologues embodying 
salient points of ch'in ideology are repeated time and again. Generally, 
these are compact narratives or lyrics that describe a performer or per¬ 
formance which illustrates a particular ideal of the Way. Van Gulik has 
translated twenty-two items from a Ming and a Ch'ing collection of ch'in 
lore. Many of the stories were canonized by the end of the Han dynasty 
and are standard fare in any of the comprehensive collections on the ch'in. 
Using Han sources wherever possible, I will attempt to illustrate some of 
the points that relate significantly to early music theory and thought. 


17 


Van Gulik, Lore of the Chinese Lute, p. 122. 



135 


Fig. 4. Illustrations of Hand Postures. 
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The top is entitled "A Flying Dragon Holds to the Clouds"; 
the bottom is entitled "A Praying Mantis Captures a Cicada." 
From the T’ai-ku i-yin, in Ch'in-fu, p. 59. 
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Fig. 5. Illustrations of Hand Postures. 



The top is entitled "The Shang-yang's Drum Dance"; 
the bottom is entitled "The Spirit Turtle Exits the Water." 
From the T'ai-ku i-yin, in Ch'in-fu, p. 63. 
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A dominant theme is the influential power of the ch'in, which can 
ostensibly stimulate the forces of nature, individuals, or society. These 
subdivide into the witting, and often magical, use of the instrument by a 
sage-musician and the improper or ill-advised use of it by a weak or degen¬ 
erate ruler. I have mentioned above the incident recorded in the Records 
of the Grand Historian in which Duke Ling travels to visit Duke P'ing in 
Chin. During a feast there, the dukes forced Music Master K'uang to play 
to their whims. 

As soon as he began to play, billowing clouds gathered in the 
northwest. When he played again, great winds blew up and rain soon 
followed, so fierce that tiles were dislodged from the portico. All 
those in attendance rushed away, and Duke P'ing was so terrified he 
crawled into a sheltered waiting room. Chin was then beset by a 
fierce drought that baked the earth red for three years. 1 ® 

The Yellow Emperor could draw cranes near, make them line up, and move 
them to dance with his ch'in, a capability that Music Master K'uang was 
also reported to have. According to the Lieh-tzu, when Hu Pa strummed 

I Q 

his chin the birds danced and the fish leaped. ' 

An instructive incident begins the account of Duke Ling's travels. 

Duke Ling of Wei, on a trip to Chin, camped one evening over the 
P'u River. In the middle of the night he heard the sounds of ch'in 
playing, but when he asked his attendants, they all replied they could 
not hear it. So he summoned Music Master Chiian and said, "I heard 
the notes of a ch'in being played, but none around me could hear it. 
The composition seemed other-worldly. Please listen for me and 
transcribe it." 

Music Master Chiian assented. He sat very straight, holding on to 
his own ch'in and wrote. The next day he reported, "Your servant has 
gotten it down, but it is not yet precise. Permit me to refine it for 

Of) 

another night." The duke agreed, and after one more night, Music 
Master Chiian reported, "It is refined!"^ 1 


18 Shih-chi, p. 1236. 

i q 

13 T'ai-p'ing yii-lan, p. 2735. 

Hsi ^ refers to the process of refinement, first getting the notes 
down, later refining apprehension of timbre and other qualities. 

^ Shih-chi, p. 1235. 
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The song is subsequently performed in Chin, where Duke P'ing's music 
master, K'uang, is able to identify it as the "Mulberry Grove" music of the 
tyrant ruler Chou. 22 He warns that the music is not to be played. 

Nowhere in the story is it mentioned that Music Master Chuan played 
his ch'in when transcribing the mysterious music. In fact, the import of the 
story resides in his merely holding the ch'in, and possibly listening to it, as 
he wrote. He may have strummed responsively to the airborne tones as 
they came to him; more likely, however, his ch'in resonated responsively to 
the sounds as they came, or perhaps the sounds were realized on his ch'in 
and were otherwise inaudible. The ch'in serves the same role as the chiin 
tuner, that of a sympathetic resonator, and Music Master Chiian was able 
to refine his apprehension of the piece by listening to it resonate. ^ It was a 
kind of hearing aid rather than a performing instrument. 

The "nonsounding" of the ch'in is as important a part of the lore as 
the playing of the instrument. If minimalization of surface is an aesthetic 
ideal, nonsounding performance is the ultimate in musical performance. 
Soundless music is discussed throughout the classical and Han periods. In 
the Book of Rites, the following exchange is credited to Confucius and his 
disciple Tzu-hsia: 

"Now that I have asked and received instruction in the Five 
Attainments, I would be so bold as to inquire what is meant by the 
Three Withouts." 

Confucius replied, "Music without sound, rites without embodi¬ 
ment, and mourning without garb. These are the Three Withouts." 23 
The three disciplines (music, rites, mourning), practiced without any exter¬ 
nal evidence of their being practiced, achieve their ultimate realizations. 
The external trappings compromise the inner realization. Inaudible music 
is the ultimate music. In cosmogonic theory, it was noted that sound in its 
primal state was inaudible. "The formless is the grand ancestor of all 
things. The inaudible is the great progenitor of all sound." 24 In his general 


22 

See p. 93, n. 17 above. The reader will recall that Chou's Music Master 
Yen drowned himself in the P'u River after being forced to compose the 
"Mulberry Grove." 

23 Li-chi, chap. 30: "K'ung-tzu hsien-chil" -? fif) -Jk [Confucius in re- 

24 P ose ]» v. 2. 

Huai-nan-tzu 1.11a. 



discussions of music, Lii Pu-wei wrote, "The greatest tones are sparing of 
sound." I have quoted above the "Book of Music" description of ritual 
music at its zenith: "Sometimes the tones are inaudible." 2 ® The admira¬ 
tion of soundless music is a reasonable extension of claims we have noted 
before. 

Superior sounds, like the call of the phoenix, can be heard only by 
such superior people as the Su family, for example. Lu Pu-wei tells the 
story of Tung-kuo Ya, who read the mind—more accurately, listened to the 
mind—of Duke Huan's >A strategist Kuan Chung . Kuan Chung 
was planning a military attack on an unruly vassal state. When Tung-kuo 
Ya reveals foreknowledge of Kuan Chung's intent, an intent which Kuan had 
never explained in words, Kuan invites him to explain how the plans were 
discovered. By listening carefully to what Kuan Chung had said and by 
careful observation of his composure, explains Ya. Lu Pu-wei concludes, 
"Tung-kuo Ya heard about something without using his ears. . . . The sage 
listens to the soundless and observes the formless." 27 The very finest 
sounds are heard by no one. Sound is the grosser part of music. "The sound 
that has sound cannot go beyond a hundred li. The sound without sound 
reaches to the Four Seas." 2 ® 

Music with sound is likened to a shadow of the ultimate music, or 
music with sound stands to the ultimate music as an echo does to the 
original sound: "Musical tones have their origins in the human mind, being y 
that which ultimately connects man and the cosmos, just as a shadow 
derives the plane from a three-dimensional object or an echo answers 't\ 
responsively to an issued sound." 2 ® This eloquent explanation, recorded by — 
Ssu-ma Ch'ien, describes how tones, as a derivative of the order of the 
mind and the cosmos, are inferior to it. The metaphor is a provocative one, 
reminiscent of the seventeenth-century Christian image of sunlight as the 
shadow of God. The sun is an image, a pretender, dark by comparison to 
the true light. Sir Thomas Browne explained it as follows: 


Lil-shih ch'un-ch'iu 16.10a. 

See p. 95 above. 

27 

Lu-shih ch'un-ch'iu 18.4b-5a. 

,, Han Ying, Han-shih wai-chuan, Han Wei ts'ung-shu ed., p. 74. 
Shih-chi, p. 1235. 
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Light that makes things seen, makes some things invisible; were 
it not for darkness and the shadow of the earth, the noblest part of 
the Creation had remained unseen, and the stars in heaven as invisible 
as on the fourth day, when they were created above the Horizon, with 
the Sun, or there was not an eye to behold them. . . . Life it self is 
but the shadow of death, and souls departed but the shadows of the 
living: All things fall under this name. The Sunne it self is but the 
dark simulachrum, and light but the shadow of God. 30 

Ssu-ma Ch'ien's description also provides a picture of how the aes¬ 
thetic processes of soundless music were conceived. Sound is a medium, a 
configured medium to be sure, but it is not the essential thing. The essen¬ 
tial thing is the order represented by the music, in the pnind or in nature. 
Music without sound was not problematic at all in the context of Han 
thought on the pitches and ch'i. And in the early Six Dynasties, the idea of 
an art without a medium had strong appeal. In communication, the medium 
may be discarded when the idea is apprehended. Wang Pi took up this 
argument in his discussion of language. He stated that symbols aim at 
ideas and words aim at symbols. Once the idea is grasped, the words and 
symbols may be forgotten. The ability to forget the external trappings, 
which might be misconstrued by others as the essential idea, is a sign of the 
sage. 31 These arguments find their inspiration in the Chuang-tzw 

The fish-trap exists because of the fish; once you've gotten the 
fish, you can forget the trap. The rabbit snare exists because of the 
rabbit; once you've gotten the rabbit, you can forget the snare. 
Words exist because of meaning; once you've gotten the meaning, you 
can forget the words. Where can I find a man who has forgotten 
words so I can have a word with him? 33 


30 

Sir Thomas Browne, The Carden of Cyprus, in The Prose of Sir Thomas 
Browne, ed. Norman J. Endicott (New York: Doubleday and Co., 1967), 
p. 335. The full title of Browne's essay is The Garden of Cyprus, or, The 
Quincunciall Lozenge, or Network Plantations of the Ancients, Artifi¬ 
cially, Naturally, and Mystically Considered. It is a search for the 
"f undam entail figure" of the five-point "X" and cross, realized in forms 
from the Garden of Eden to the cross of Christ. As a numerological and 
topographical tract, The Garden of Cyprus shares a number of traits 
with early Han works. 

1 Fung, Chinese Philosophy, 2:184. 

Watson, Chuang-tzu, p. 302. 



Ch'in aesthetes would search for the ch'in player who performed without 
sound so that they might listen to him. This is one perspective from which 
to see the sage-musician, often pictured in landscape painting alone with 
his instrument, not playing and without an audience. 

The conspicuous nonsounding of the ch'in was popular as a medita- 
tional or mystical discipline, a scholarly affectation, or the rationalization 
of a nonplaying collector. Many ideals of the aesthete converged in the art 
of nonsounding, whether achieved through stillness or through performance 
on stringless instruments. The ch'in player demonstrates that his concern is 
with the effort and not the outcome.. The mystic ideal of soundless music 
is achieved. The sense of loneliness that comes from the lack of a tone- 
wise companion who can understand his music (chih-yin-che ) is 

achieved with the appropriate gravity of feeling. 33 The aesthetic prefer¬ 
ence for minimalization of surface is taken to its limit. Even in actual 
performance, moments without sound are still informed moments; that is, 
the silence is significant. They are not nonplaying moments. The hands 
may or may not move, but soundless moments are not in any sense "rests." 
Physiologically, in the absence of sensory stimulation, qualities are per¬ 
ceived depending on the nature and intensity of the preceding stimulation. 
We experience the retention of the physiological complement of a strong 
visual stimulation, e.g., a blue flashbulb followed by a yellow "after¬ 
image." The musical_ tradition speaks about the "after-tones",in much the 
same way that wine-tasters speak about an aftertaste. The term yii-yin 
'Ifr-ti' i " after-tone," appears in Han poetry: "End the lyrics, finish the 
song, there still remains the tone"; and "Su-nii stroked the ch'in and the 
after-tones lingered on." 34 A modern Korean master of the Korean 


33 

The Po Ya story was the focus of this reference. Po Ya explained the 
smashing of his ch'in upon Chung Tzu-ch’i's death as due to the loss of 
his chih-yin-che. 

34 

Wang Pao ;£ , Rhyme-prose on the Straight Bamboo Flute (Tung- 

hsiao fu SIS] 1$), in Wen-hsiian, p. 232; and Chang Heng, Rhyme-prose 
about Meditations on the Mystery (Ssu-hsiian fu g, -fe 9^'), in Hou Hon¬ 
shu, chiian 59: "Chang Heng chuan" Jf. <$f ^ [Biography of Chang 
Heng], p. 1933. Su-nii was a goddess associated with music, first 

mentioned in the Songs of the South and subsequently identified as a 
woman of magical powers who lived during the time of the Yellow 
Emperor. See David Hawkes, trans., Ch'u-tz'w The Songs of the South 
(London: Oxford University Press, 1959), pp. 144-45. 



142 


equivalent of the ch'in makes the following observation: 

After hearing a beautiful performance, musicians—and non-musi¬ 
cians—may speak of the beautiful after-tones rather than the beauti¬ 
ful melody. Similar concepts exist in other Korean arts. Yeobaek 
(yeo = remaining, baek = vacant space! or unpainted parts are highly 
valued in traditional Oriental painting. After seeing a fine picture, a 
viewer is more apt to speak of its beautiful yeobaek than of its beau¬ 
tiful mountains or trees, since the latter may be taken for granted in 
a good painting; but where the design is such that even the unpainted 
parts add beauty and significance, the work is more highly 
esteemed.'*® 

Nonsounding is the most dramatic, but not the only, reductionist 
theme in ch'in lore. One of three components of the ordinary performance, 
the sound, the performer himself, or his audience may be removed from the 
scene to exemplify the classical theory and illustrate aesthetic ideals. In 
the many graphic portrayals of the ch'in or a particular ch'in master, ordi¬ 
nary performance was not the primary theme. For example, in the draw¬ 
ings of Sun Teng (fig. 6), as in many portrayals of ch'in sages, Sun is pic¬ 
tured holding the ch'in loosely on his lap. In other pictures, the ch'in sage 
clutches the instrument to his bosom. Performing on the ch'in actually 
requires a steady table adjusted to a convenient height before the player 
because both hands require freedom for the careful manipulation of the 
strings. Little, if anything, can be done with the instrument held to the 
bosom or rested across the lap. To the cognoscente, the pose with ch'in in 
lap is suggestive not of serious playing of the instrument, but simply of its 
presence. Without the touch of the performer's fingers, the ch'in is either a 
silent comforter or left to resonate on its own to the sounds around. The 
instrument mediates with the outside world not only in the expressive or 
emotive act, from within to without, but in the receptive act or responsive 
act, from without to within. As Po Ya demonstrated in his smashing of the 
ch'in upon Chung Tzu-ch'i's death, the instrument belonged as much to 
Chung Tzu-ch'i, the genius listener, as it did to Po Ya, the genius player. 
Simply put, the sage hears as well as communicates with the ch'in. 


3 


Byongki Hwang, "Instruments and Aesthetics in Korean and Western 
Music," in "Notes to Music from Korea, Vol. 1: The Kayakeum" 
(Honolulu: East-West Center Press, 1965), p. 8. 
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Fig. 6. The Sage Sun Teng. 



From the San-ts'ai t'u-hui 52. j! ^ 
[Assembled illustrations of the three realms]. 
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The extreme statements on nonsounding instruments are in stories of 
instruments without the means to sound. Five-string ch'in were revived 
periodically even after the seven-string ch'in had become standardized, 

O C 

apparently an effort at meaningful reduction of the ch'in’s voice.'' 1 ' Sun 
Teng, a sage intimately associated with the ch'in, refuses to speak with or 
even acknowledge the presence of a young aspirant who comes to study the 
Way with him. Sun's biography notes that he "loved to read the Changes 
and play the one-string ch'in" and would only play the one-string ch'in as his 

Qf7 

guest looked on. In his portraits, the single string of the ch'in is carefully 
illustrated. The best-known example of a sage who played a nonsounding 
ch'in is T'ao Yiian-mmg, who is reported to have said, "Knowing J:hg signifi¬ 
cance of what is in' the ch'in, why labor to bring _sound—up r from--its 
strings?" Tffy’the time of his biography among the collected biographies of 
recluses in the History of the [Liu] Sung (Sung-shu '%'%), T'ao is de-r 
scribed as "owning one very plain ch'in, without any strings at all, which he 
would hold and stroke to express his feelings whenever he became 

OO 

drunk." 0 The stringless ch'in (wu-hsien-ch'in M became coined as 

a symbol of the ideal of silence in ch'in performance. 

The ch'in is by nature a quiet instrument, and we have seen in its 
ancestry tfie—boiled-strihg zither of™tfid""STicesTr&l sacrifice. While it is 
emphasized that listeners be capable, that is, "tone-wise," listeners are 
very often not to be found in portrayals and discussion of ch'in perfor¬ 
mances. As early as Ts'ai Yung, discussion of the harmonies in music 
included a concern for the audience. The excellence of music depends on 
the quality of the reception, and the ch'in player is warned not to perform 
before the barbaric or the vulgar. The story of Yang Ping , attrib¬ 

uted to Ts'ai Yung, illustrates this point: 

Yang Ping played the ch'in. A monk would often come to listen to 
him play. Once, Ping suddenly, and obviously with intent, broke his 



Van Gulik, Lore of the Chinese Lute, p. 150, no. 2. 

Shen-hsien-chuan #4” [Biographies of spirit immortals], Lung-wei 

pi-shu ed., 6.7b. A similar account is found in his biography in the Chin- 
shu, p. 2426. 

The biography was written by Shen Yo . Reprinted in T'ao Yiian- 
ming yen-chiu tzu-liao hui-pien f-E) ?)$ ifl- % $k) [Collected 

materials for the study of T'ao Yiiarv-ming] (Taipei: Ming-lun Publishers, 
1972), p. 4. 
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strings in order to make a point. If there is no one around who really 
understands the tones, he would rather play to the clear winds, shin- 

•JO 

ing moon, dark pines, and aging boulders. 

It is impossible to ascertain when this story was written, but it was probab¬ 
ly about the same time that the Po Ya and Chung Tzu-ch'i story was popu¬ 
lar. Yang Ping's reaction to the loss of a tone-wise listener differed from 
Po Ya's. Lacking a friend with whom he could establish a close bond of 
sympathy, he turned to nature. By the T'ang, the idea of playing to nature 
is a stoc k imag e in th e ch'in literature: ' * ' 

Sitting alone in the dense bamboo groves, 

I strum my ch'in and accompany with long whistles; 

No one to see this deep in the trees, 

40 

Only the bright moon appears to shine. 

Along with the ch'in, whistling is explored as a theme of communion be¬ 
tween man and nature in the Six Dynasties and T'ang, a point to which we 
will return later. The ch'in is often embraced as one's only friend and is 
often an emblem of a lonely life, if not an intentionally antisocial one. By 
the time of Hsi K_'ang,_the_ch'in gxid musia.liad gwie through a_period af .4 
humanization in which emphasis s hifte d from com muni cation_w ith su perior 
f orces, nam ely, J:he_aaqfi£t orsand jXQwers ojUieay en,.to communication of a 
more_muxidane_sor.t,-with people. But during the early STx dynasties, lis¬ 
teners lost the importance they had enjoyed during the late Han. The ch'in 
and its music were often considered a harmonizing influence between the 
individual, cultivating his inner nature, and the outside natural world in 
which he circulated. Accordingly, the aesthetics of the ch'in came to be 
discussed increasingly in the context of the natural ordeFTaIher~tHan"~fKe j 
social, moral, or ritual order, as was the case in classical Confucian t 
thought. Minimalization of real performance features facilitated the j 
elaboration of the playing from and playing to nature themes. 

The ch'in was viewed as the ultimate instrument for man to commune 
with nature because its material parts were so carefully drawn from the 
natural world. Only whistling was a headier musical pursuit for the 


T'ai-ku i-yin, p. 35. 

40 Wang Wei i , "Chu-li kuan" [Hut among bamboos], in 

Ch'iian T'ang-shih [Complete poetry of the T’ang], 12 vols. 

(Peking: Chung-hua shu-chu, 1961), 2:1301. 
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aesthete, due to the fact that it involved no materials at all. Being 
fashioned into a ch'in is the destiny of the most suitable materials. In 
keeping his ch'in with him on the mountain top, by the side of the gentle 
rill, or in the cool shadow of the bamboo grove, the sage avoids disruptive 
removal of the instrument from the nexus of relations in which it was born, 
nurtured, and selected. In the mythologies, Fu Hsi makes the first ch'in of 
T'ung wood, and, seeing a phoenix resting atop the tree, he shapes the 
instrument to resemble the phoenix. The voice of the T'ung never changes 
because the ch'in speaks in the pitches that Ling Lun modeled on the 
phoenix calls. In an apocryphal story explaining the etymology of ch'in 
anatomical nomenclature, a piece of wood literally "calls" to Ts'ai Yung, 
telling him it is to be made into a ch'in. Ts'ai Yung, slandered at court, has 
escaped south to the Wu regions: f 

When he arrived in Wu, he found the people there burned T'ung 
wood [= Wu-t'ung -frk. , Chinese Parasol Tree] to cook their food. 
When Yung heard a piece crackling in the fire, he said, "That's a piece 
of good stock!" He asked for it and carved it into a ch'in. It had, in 
fact, a beautiful tone, but its tail was scorched, so it was called the 
"Scorched Tail Ch'in." 41 

The left extremity of the ch'in was traditionally referred to as the 
"scorched tail," 4 ^ the term explained in this story. Almost one-third of Hsi 
K'ang's Rhyme-prose on the Ch'in describes the materials for the ch'in, 
where they grow, the special features of the climate and the landscape, 
their spiritual potency, and the ecstacy of gathering them. There is a 
distinct " ch'in -nes s" to the trees waiting to be recognized, gathered, and 
shaped into zithers. 


Kan Pao, Sou-shen-chi 13.338, Shih-chieh shu-chil ed., p. 100. The 
following story in the collection tells of Ts'ai Yung's discovering a fine 
piece of bamboo from which he fashioned a flute. 

A O 

Van Gulik, Lore of the Chinese Lute, pp. 99-100. In reviewing names of 
ch'in parts, including "dragon pond," "phoenix pool," "phoenix tongue," 
and "phoenix wings," van Gulik explains their connection with ch'in 
lore. He argues that fabulous animals occupy a central position in 
Chinese music generally, a point that has recently been confirmed by 
the animal motifs on the instruments excavated from the Marquis Yi of 
Tseng tomb and other sites. 
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The attention to the material aspects of the ch'in is part of the effort 
to explain its potency, an effort which illustrates traditional principles of 
magic. The metaphoric relation to nature is manifest in the imitation of 
the phoenix's voice, the instrument's structural parallels to heaven and 
earth, and the correlative nature of the pitches and tones. A further 
potent relation is the metonymic one, manifest in the use of special mate¬ 
rials in the ch'in, materials that are the very stuff with which nature and 
heaven sound. 43 The efficacy of the alchemist's furnace derived from a 
balance of metaphoric and metonymic connections to the cosmic processes 
it sought to reenact. Its proportions were those of the cosmos, and its 
placement, temperatures, and times of processing were calculated accord¬ 
ingly. "The adept was not directly concerned with exploring chemical 
reactions, but with designing laboratory (or psychophysiological) models of 
cosmic process." 44 Its materials were the actual materials with which the 
crucible of past eons made the same product the alchemist sought to 
achieve. Similarly, if sounds are to be sympathetic to nature, there must 
be both correspondence of pattern and congeniality of material. Ch'in 
manuals often contain pictures of what are alleged to be antique instru¬ 
ments in which the idea of physical imitation is taken to its logical, if 
musically impractical, extreme. 

Stringless ch'in, voiceless ch'in, and moon-shaped ch'in are extreme 
examples of a musical instrument's domination by an ideology that grew 
around it, an idqglogy composed of extra musical considerations in the v/ 
performance sense, but jj^iiane-lxxJJie^concepf of art” Such ideological 
considerations bear on the development of the ch’in tradition in much the 


43 Sir James George Frazer, The Golden Bough, abridged ed. (New York: 
Macmillan, 1950), chap. 1: "Principles of Magic," pp. 12-52. Frazer's 
influential formulation divides the associative principles of magic into 
the principles of similarity and the principles of contagion. I have 
followed Roman Jakobson's reformulation of this division according to 
the more generalized semiotic principles of metaphor and metonomy, 
elaborated in "The Metaphoric and Metonymic Poles," in Fundamentals 
of Language, with Morris Halle (The Hague: Mouton, 1956), pp. 77-82. 

44 Sivin describes one metaphoric relation perceived in alchemical 
procedures as a "telescoped scale of time," in which one year of 
alchemical process is equivalent to 4320 cosmic years. The underlying 
idea in connection with alchemy is reviewed in Sivin and Nakayama, 
Chinese Science, pp. xxi-xxii. 
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same way they bore on bell-tuning during the Han. The enthusiasm with 
which the ch'in was embraced as an emblem of a particular life-style and 
the subtlety with which its traditions were expanded and enriched are part 
v/" of the emerging consciousness of fine art during the Six Dynasties. At the 
foundation of ch'in ideolo gy is a concept o f life in_which aesthetic corv 
straints are substituted for what were traditionally social^pplitical, and 
m oral constraints. WhateverTheir ostensible medium, artists take their 
own lives as the subject of expression, and eventually their daily ^behavior 
itself becomes a medium of art. Ideals of conduct are the~aelthetic ideals 
of the ch'in Tore. Hsi K'ang, Juan Chi, and Liu Ling, as portrayed in A New 
Account of Tales of the World, follow tzu-jan : self-so-ness in their choices 
and actions. This is best understood not as "spontaneity," as it is commonly 
translated, but as sympathetic resonance, an analogy to the process by 
which Music Master Chiian's ch'in sounds on the banks of the P'u River. 
There is no apparent reason and no plausible explanation for action which 
does not follow in an orderly and comprehensible sequence. Rather, it is 
"self-so," apparently beyond the control of the person and therefore de- 
scribable only as a momentary action in an isolated moment of time. 

Wang Hui-chih was living in Shan-yin. One night he awoke in the 
midst of a heavy snowfall. He threw the windows open and ordered 
wine to be poured while he looked around at the gleaming brightness 
that surrounded him. Wang got up and ambled about the room, recit¬ 
ing Tso Ssu's poem, "A Call to Recluses," when the memory of his 
friend Tai An-tao came to mind. At that time, Tai was living some 
distance away in Shan. Wang immediately set off in the night, riding 
a small boat toward Tai's place. He traveled the whole night before 
arriving. Just as he approached the door, he stopped, then returned 
home. 

Someone asked him why he had done this. Wang replied, "I orig¬ 
inally set off aboard an impulse of the moment, and when that im¬ 
pulse passed, I returned. What necessity was there to [follow 
through] and visit Tai?" 45 


45 


Shih-shuo hsin-yii, Shih-chieh shu-chii ed., chilan 23, no. 47. I have 
translated this passage to maintain the consistency of my terminology. 
For Mather's version, see New Account of Tales of the World, p. 389. 
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Wang's behavior seems far less bizarre if one thinks of the story as the 
program for a ch'in piece, a series of vignettes not necessarily obligated to 
the exposition of a linear melody. The coming and going of impulses is \r 
beyond Wang's control. If he seeks accord with nature, he responds 
sympathetically to the piping about him. The removal of a sense of purpose 
from his action is analogous to the removal of strings from the ch'in. 

Naturafpatterning provides a deterministic element in behavior and 
in art in the same way that correlative thinking provided a deterministic 
element in the referential aspects of artistic media. In the native tradi¬ 
tions, however, it is recognized not as a restrictive element, but rather as a 
source of value in art and a source of value in life. Whether one sees 
traditions, conventions, correlative schemes, or any other established 
constraints on art and life as a source of frustration or a source of indivi¬ 
dual freedom is apparently a matter of emphasis and choice. Increasingly, 
scholars of intellectual and cultural history can discuss traditions and 
constraints as a precondition for individual expression and freedom.^ For 
the Six Dynasties aesthete, submission to the world around him, expressed 
in self-so behavior, was the source of satisfaction and joy, an escape from 
the fetters of conventional ways of living inherited from the lost Han 
world. 

The new consciousness of art and the new self-consciousness of aes¬ 
thetic life that developed during the Six Dynasties period are inseparable 
from the profound tensions and conflicts that gripped the best minds from 
the fall of the Han to the Chin. In philosophy, the conflict was expressed in / 
complex debates between "School of Names" advocates (ming-chiao & ) 

and advocates of "self-so-ness." In life, the debate was expressed in the 
choice between being politically involved—and ostensibly conventional—and 
being nominally independent—and eccentric and natural. Pure Conversa¬ 
tion mentality ultimately saw identity in both positions, as it saw identity 
in all perfect opposites. The point is artfully made in a delicately ambigu¬ 
ous conversation, variously attributed to Juan Chan j*5D and Wang Jung 

When Juan Chan saw Minister of the Interior Wang Jung, the 

latter asked him, "The Sage [Confucius] valued morals and 


46 


For example, see Edward Shils, "Tradition and Liberty: Antimony and 
Interdependence," Ethics 68 (April 1958): 153-65. 
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institutions (ming-chiao), whereas Lao-tzu and Chuang-tzu threw 
light on the natural (tzu-jan). Are they the same or different in their 
underlying meaning?" To which question the reply was made, "Can 
they be without similarity?" 4 ^ 

We have already noted that the practice of Pure Conversation was inti¬ 
mately related to the bureaucratic practice of Pure Critique. Ch'en Yin- 
k'o and others have argued that even the Pure Conversationalists were 
ultimately more of the Confucian persuasion than the Taoist one. In fact, 
he writes, the name "Seven Sages of the Bamboo Grove" was originally 
simply "Seven Sages," and the name was selected from the Analects, very 
much in the spirit of Han numerology. 48 The debate between ming-chiao 
and tzu-jan was cast in comparisons between Confucius on the one hand and 
Lao-tzu and Chuang-tzu on the other. Though the early Six D/nasties is 
routinely characterized as a period of Neo-Taoism, Wang Pi himself placed 
Confucius above Lao-tzu and Chuang-tzu, arguing that he understood the 
subtle points of nonbeing so thoroughly that he did not even have to men¬ 
tion them. 48 In the philosophical discourse, an accommodation was 
reached between conflicting positions that was not so easily realized in 
life, one result of which were the extreme statements on art and emphasis 
on eccentricity in life that we have witnessed. 

Holzman has recently demonstrated the great complexity of Juan 
Chi's political and antipolitical life and poetry. 50 Ch'en Yin-k'o has made a 
similar point about the lives of Hsi K'ang and T'ao Yuan-ming. All three of 
these figures are exemplars in the lore of self-so-ness and naturalness. The"* 
potential for resolution of the tension in their lives came, according to 
Ch'en, in advocating the underlying unity of the two philosophical positions, 
and that advocacy implied an obligation both to serve their society and to 
pursue a life of self-so-ness. 54 

But it is a philosophical nicety to embrace diverse philosophical posi¬ 
tions and declare their underlying unity. The volatile political atmosphere 
of the Seven Sages era and the following decades forced choices basic to 


Fung, Chinese Philosophy, 2:170. 

48 Ch'en Yin-k'o, "T'ao Yuan-ming ssu-hsiang," p. 1012. 

‘ Fung, Chinese Philosophy, 2:170-71. 

50 Holzman, Poetry and Politics. 

Ch'en Yin-k'o, "T'ao Yiian-ming ssu-hsiang," pp. 1013-20. 
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survival—choices that meant accepting or rejecting official posts, 
alliances, marriages, and other political involvements. The appearance of 
c h’in ide ology.and-aestheticism could only have occurr_ed_durInga.period,of 
intense political uncertainty, intellectual complexity, and person al inse cu- 
rity. ""The insistchSe-on-apaliTical living, mental composure, and personal 
comfort in the natural world had roots in a real life of opposite qualities. 
The extremity of the life described in ch’in ideology balanced well the 
extremity of life experienced in the post-Han world. The intense concen¬ 
tration of "art" in the ch'in and its ideology is a mixture of escapism and 
affectation. With a ch'in in hand, the aesthetic life with its attendant 
comforts and joys could be worn as an emblem even if it were never to be 
fully realized inside or out. Political involvement was tainted by its sheer 
complexity, stirring an appetite for simplicity and withdrawal. Political 
involvement was recognized for its danger and impermanence. Involvement 
with the arts identified one, for others and oneself as well, as part of the 
enduring order and motion of nature and created at least the semblance of 
shelter from the hazards and transience of political life. The literatus, 
enmeshed in worldly affairs of the court, could take hold of his ch'in and in 
it find momentary reclusion. Just as in the ideal of ch'in music the inner 
discipline, and not the external manifestation, was the essence, so, too, in 
the ideal of the aesthetic life of the early Six Dynasties did the inner 
aspect become divorced from the outer. 

I build my humble shelter here in the world of men, 

But live without the racket of their horses and their carts. 

How is it possible that this be so? 

rn 

When the mind's put at a distance, the place becomes remote. 1 
The larger context in which music is discussed changed dramatically 
from the early Han to the Six Dynasties. Once considered the ultimate 
means of social influence and control—"For influencing airs and changing 
ways, nothing is better than music"—it had become for the Six Dynasties 
ch'in master the ultimate means of remoyiq^ttLmsel£_£tonrua^.social in¬ 
volvement that was at once both painful and precarious. * 


52 

T'ao Yiian-ming, "Yin-chiu-shih" [On drinking wine], in T'ao 

Yiian-ming shih-wen hui-p'ing f€) sp] -if'-vf- [Collected 

commentaries on the poems of T’ao Yiian-ming] (Taipei: Ming-lun 
Publishers, 1976), p. 151, no. 5. 



I play the lute and sing: 

As the north wind hurries on, 
the battlements freeze. 

They tower over the plain, 
where there are neither roads nor field paths. 
For a thousand years and a myriad generations, 
I shall watch you to the end in silence. 


Pao Chao &L , "The Ruined City," in Poems of 
Solitude, trans. Jerome Ch'en and Michael Bullock 
(London: Abelard and Sehuman, 1960), p. 42. 



CHAPTER IX 
The Concept of Art 


A survey of the history of theories and legend about music indicates 
striking elements of continuity and striking elements of change. Classics 
are treated by commentaries to reinterpretation and renewal, a cultural 
habit that was the revitalizing force in the longevity of the classics. 
Though music lacked a legitimate classic, as a tradition its textual embod¬ 
iments were nevertheless treated in the same way. Bits and pieces of texts 
were quoted, studied, and explained, again and again, according to the 
interests and intellectual styles of whatever period one examines. This 
essay has produced a de facto periodization of the subject into four distinct 
eras—classical, early Han, late Han, and early Six Dynasties. Drawing on 
what the subsequent native scholarship determined to be the most signifi¬ 
cant philosophical works of preceding periods, one can articulate a history 
of views on music that takes the form of theme and variation. The themes 
are the legacy of the classical age, the writings of which established the 
range of discourse and the underlying metaphors that would be studied, 
contemplated, and addressed by thinkers in later ages. The variations are 
significant selections of materials from the classics, treated in the distinct 
styles of the various periods. 

Major trends in Chinese literati thinking can be outlined with refer¬ 
ence to the thought on music and art. For comparisons at a very general 
level, four issues might be considered, involving the selection of subjects 
that interested thinkers and the nature of the treatment accorded those 
subjects. Expressed as four questions, they are: (1) What are the major 
realms or matters of inquiry? (2) What are the structural features of the 
texts in which ideas were argued? (3) What are the features of the logic of 
the arguments? (4) To what tests of validity are the objects, the data, and 
the examples used in argument subject? 

In the early Han, the expressed subject of philosophical inquiry was 
cosmology as moral and political philosophy and science. Scholars explored 
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cosmic processes at every level with the goal of legitimizing and perpetu¬ 
ating rule. Of particular interest was the place of mankind in the overall 
cosmic scheme, especially as exemplified in the historical record. The 
texts were anecdotal or taxonomic: correlative for nature and society, 
bibliographic for the written records. Many of the major texts purported to 
be sequels or commentaries to the classics. They were primarily what 
Karlgren described as "systematizing texts." 1 Discussions in the cosmolog¬ 
ical texts were numerological, establishing parallel and ordered sets of two, 
three, five, eight, ten, and twelve members, the completeness of which 
sustained the putative significance of the correlations between one set and 
another. Material for discussion came from classical texts, contempora¬ 
neous observation and experimentation, and mathematical manipulation. 

By the late Han, the expressed subject was the deficiency of early 
thought on almost every issue—in a word, skepticism. Scholars explored 
the claims of earlier thinkers, especially those claims considered to be 
under the influence of popular culture. The structure of texts was aphoris¬ 
tic, with brief examinations of earlier texts and orally transmitted mate¬ 
rials followed by brief disclaimers and rejoinders. Ideas were presented as 
debatable, lore as ahistorical, and musical instruments as palpable things. 
Discussions were methodological, arguing point-counterpoint in an effort to 
sort valid from invalid arguments and claims. Objects were measured, 
weighed, and described, historical sources were assessed for reliability, and 
tales and ideas were tested for plausibility. 

By the early Six Dynasties, the expressed subject was aestheticism 
and mysticism. Scholars explored the nature of art, approaches to evalua¬ 
tion, the psychology of human response and expression, and the nature of 
the ineffable, the "Mystery." Discussions were belletristic, employing 
symbological references to nature and allusive references to ancient sages, 
classical mystic texts, and historic exemplars of spontaneity and eccentri¬ 
city. Tenets of validity were literary and aesthetic, derived from the 
credibility of accepted textual precedents and accord with respected 
ideals, e.g., artistry, self-so-ness, genius, eccentricity, and so forth. 


1 Karlgren, "Legends and Cults in Ancient China," pp. 201ff. 
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The foregoing paragraphs describe at a very general level the'varia¬ 
tion in the intellectual background to discussions of sound and music. The 
continuity was substantial because in all the periods commentary writing 
remained a favored mode of argumentation. Commentaries were written 
on the classics, e.g., the Spring and Autumn Annals or the Chuang-tzu, and 
on previous commentaries as well, e.g., the Tso Commentary. Selection 
varied, depending on the interests and tastes of the period. The early Han 
showed a preference for chronicles and for schematic texts. Commentaries 
and apocryphal texts were written most often on the Spring and Autumn 
Annals and Book of Changes. By the late Han and early Six Dynasties, the 
Chuang-tzu had become a work of major interest. The Book of Changes 
continued to be a popular text for commentators, but approaches to the 
materials changed dramatically. 

Within each period and each major text that discusses music is a 
theory of music and a theory of art. But the theories of the early Six 
Dynasties are most readily recognizable as "aesthetic theories" to us. I 
have taken the early Six Dynasties as the terminus in the discussion of both 
theories and terminology. My reasons for doing so have primarily to do 
with the nature of Six Dynasties thought and our own expectations of 
theories of the arts. In the classical and Han periods, very little, if any, of 
the discussion of sound and music is completely divorced from concern with 
aesthetic value. However, until the Six Dynasties, aesthetic values them¬ 
selves were not fundamental to thinking. Moral, cosmic, and political 
values were the collateral for aesthetic ones. The discussions of the Six 
Dynasties appear to be more genuine, more sophisticated, or more compel¬ 
ling as theories of art to contemporary readers. That is not because "aes¬ 
thetics" did not previously exist; rather, it is due to the fact that in clas¬ 
sical and Han thought, discussions of aesthetic values referred to other 
values of underlying concern. During the Six Dynasties, discussions of art 
were earnest, urgent, and immediate. They had become consciously dis¬ 
tanced from political and moral issues because the pursuit of art offered 
escape from political and moral problems in life. 

Throughout the Six Dynasties, theories of art and aesthetic terminol¬ 
ogy sought to sustain and explain the art of the past and also to shape the 
art of the future. What were once primarily musical theories and terms 
were broadened to include all arts worthy of discussion. A sense emerges 
that art is something more than the sum of the various recognized genres, 
but also something less than all the achievements of civilization. Art 
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requires definition as art for the first time and, with that definition, a new 
context and new justifications. The superior men of classical times were 
masters of the Six Arts—the rites, music, archery, riding, writing, and 
computation. The aesthetes of the early Six Dynasties were masters of the 
ch'in, poets, painters, calligraphers, and conversationalists. 


Critical Terminology and Value 

During the Six Dynasties, terminology once closely tied to experimen¬ 
tation and experience was elevated to a level of abstraction. "Resonance," 
"harmony," "restraint," "gravity," and "artful appeal" formed only one set 
of terms among many. Others in common use included ch'i, "wind 11 (feng 
$L), "bones" (ku ,1 if '), and "blood" (hsileh J&.), terms that became the coin 
of descriptive and critical discussions of the arts and nature. The abstrac¬ 
tion is in part related to the level of generalization required of musical and 
other genre-specific terms before they can speak to other arts. Generali¬ 
zation of terminology required detachment from the particular concrete 
source. The idea of "resonance" as applied to poetry was detached from 
the demonstration of resonance in music. "Harmony" as applied to poetry 
is detached from the experience of harmony in music. The generalization 
of terms like "harmony," "resonance," "gravity," "restraint," and "artful 
appeal" does not imply a comparison of surface features among music, 
poetry, and painting. They are, in their surface features, incomparable. 
But they relate to the specifics of each form within the matrix of its own 
possibilities, that is, to the relationships of formal elements. Thus, in 
music, harmony is the agreeable relationship between different sounds, in 
contrast to resonance, the relationship between identical sounds. But in 
poetry, harmony is the agreeable relationship between different sounds, 
contrasted to rhyme, the relationship between identical sounds. 2 In 
English, no immediate comparison of surface features is implied in the use 
of loudness" for music and "loudness" for color, or "discordance" for music 
and "discordance" for poetic composition. The multigeneric uses of such 
terms relate, through their formal referents, to the possibilities of art and 
ultimately to the apprehension of art; that is, they relate to the feelings, 
the emotions, the movements of the mind that are the inner correspondents 
of manifest art. 


2 


Jao, "Literary Criticism and Music," p. 4. 
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Before looking more closely at questions of music, art, mind, and 
nature, it will be useful to consider the formal features of terminology used 
to discuss and evaluate art. In summarizing the evaluative comments of 
Duke Cha, Lu Chi, and others, I have noted that the terminology and its 
usage adhere to a distinct pattern. Every positive value in art has a corres¬ 
ponding failure or defect, sometimes expressed with a single term, as with 
yen : artful appeal and yen : lack of restraint, and sometimes expressed in 
paired terms, as in c hih : straightforward, but not chu : overbearing. In 
fact, within the materials surveyed in this study, it is difficult to identify 
an explicitly desirable quality of art—a virtue of art—for which more is 
always better. Defects in art are excesses of virtues. The formal struc¬ 
ture of the critical terminology and the systems of value it expresses are 
either dualistic, a balanced and dynamic interaction of two parts (e.g., 
ch'ing : clear and cho : turgid), or phasic, a cyclical and self-regulating 
sequence of parts (e.g., the five qualities discussed above). The ultimate 
excellence of any art is discussed, therefore, with a metacritical vocab¬ 
ulary that addresses the relationship among basic critical values. The basic 
critical values, "gravity" and the like, must themselves be in "balance" 
(p'ing -f- ) and must among themselves manifest "harmony." 

As is the case with the basic critical terms, metacritical terms had 
discernible roots in experience and experimentation. Ho : harmony may 
have originally referred to an interval of a fourth, one of the first harmonic 
expansions of the basic five tones. The blending and balancing of the 
desirable qualities of music and art were likened to the blending and bal¬ 
ancing of spices. Spices are virtuous additions to the "stuff of food; they 
are not the food itself, but they are indispensable to it. The excellence of 
spices resides in their apportionment. The blending of spices was an an¬ 
cient metaphor for harmony and cosmic balance: 

Sing praise to fervent ancestors; 

This benefaction, orderly and complete, 

Extends offerings to them, without bounds, 

That their presence may grace this place. 

We bring clear sacrificial wine, 

That their thoughts of favor toward us may bear fruit. 

We have as well a soup of harmony, 

With flavor both restrained and well balanced.^ 


3 

Shih-ching, Mao edition, no. 302. Compare this to no. 301, in which the 
virtues of harmony and balance are praised in the sacrificial music. 
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Balance in art, like balance in human feelings, is a matter of restraint 
and minimalization. The sacrificial soup is a thin soup; ritual music is 
restrained. Low volume in music is treasured because it minimizes stimu¬ 
lation and is conducive to quietness of mind. In the ritual zither, the 
strings are boiled to make them soft and quiet. Slowness in tempo is valued 
for the same reasons. The typical tempo of a c h'in piece is slow to quick¬ 
ening to slow again. 4 Practical criticism of later ages reflects the same 
inclinations, employing terms like "flatness" (p'ing), "blandness" (tan ), 
and "quietness" (ching 4$ ). 

These aesthetic qualities are reflected in the ideals of performance. 
In performance, emphasizing the effort more than the outcome, the "mere 
going through the motions," is an ultimate achievement. Zithers without 
strings and soundless music are most highly venerated. As the mind ad¬ 
vances, aural skill improves. The mind is more responsive to subtle stimuli, 
which, like those that dislodge the ash from the cosmic ch'i tubes, may be 
inaudible. Lore emphasizing minimalization of performance features 
illustrates that self-cultivation or social regulation attained through the 
effort of the performance rivals in importance the quality of the music and 
its influence. Early mythology associates rhythm with social regulation and 
the ritual dance with the movement of individuals within the constraints of 
social organization. Music unites socially in the same way that the drums 
assure concord among the moving dancers. Ritual dance music is an image 
comparable to the darting of minnows or the precision formation of flying 
geese for discussions of the individual in an orderly society.'’ When the 
rules are fully internalized, all parties move in accord, requiring no visible 
restraints, demarcations, or sign-posts. In the ideal society, all members 
have the aural perspicacity to be aware always of the regulating drums. 

It is in this regard that the ch'in was associated paronomastically with 
chin : restraint. Numerous comments describe the salutary effects of 
quietude and peace of mind attained through ch'in practice, through the 
exercise of restraint. The attainment of social, spiritual, or emotional 
tranquility is often expressed as an end of music in discussions of 


Liang, Chinese Ch'in, p. 229. 

Minnows are invoked as an image of effortless societal harmony by 
Chuang-tzu in his conversation with Hui-tzu while the two philosophers 
stood over the Hao River and mused about the pleasures of the fish. See 
Watson, Chuang-tzu, pp. 188-89. 
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performance discipline and affective power, but the prescription to bring 
about this result varies from culture to culture and is not always through a 
process of restraint. 

In his essay "Style, Grace, and Information in Primitive Art," Bateson 
describes art as "corrective" in nature, noting that it "has a positive func¬ 
tion in maintaining what I call 'wisdom,' i.e., in correcting a too-purposive 
view of life and making the view more systemic." 6 The description of an 
ideal performance is a statement on the dynamics of this corrective pro¬ 
cess. Without notable exception in early China, the dynamics of the cor¬ 
rective process are seen as direct and active, not contrary and reactive. 
That is, an integrated state of mind is achieved by communion with an 
integrated and tranquilizing art, rather than by exposure to excitation and 
catharsis. No premium is attached to the experience of "fear and pity"; 
there is no view of art as a surrogate for the painful experiences of life. 
Whereas historical narrative does include the record of the cruel, unjust, 
and immoral as contrary examples, there is nothing to be gained from 
listening to the music of Cheng, which in intricacy had gone "too far," and 
listening to the "Mulberry Grove" could bring on immediate disaster. 7 This 
is not to argue that, in practice, music is not varied and does not command 
a full range of emotions and responses. But in theory, the ideal state of 
mind is achieved by inducing its activity level below normal or ambient 
levels, not by exciting it to higher levels of activity and then permitting it 
to return to the normal or ambient after a performance "climax." The 
voice of the ch’in is literally below ambient sound levels; one must be 
unusually quiet and attentive to hear it and engage in appreciation of its 
music. The history of keyboard instruments in the West is one of technical 
advances toward greater volume, from the panteleon and clavichord to the 
"forte-piano" of Mozart's day to the electric piano of today. In the history 
of the ch'in, the opposite seems to have occurred, with large, multiple¬ 
string instruments evolving toward an ideal of small, sparsely stringed, and 
even stringless ones. 

Byongki Hwang has noted that although both plucked and bowed string 
instruments exist in the West and in East Asia, they are accorded opposite 
status. He argues that the preference for bowed strings in the West is 
related to the desire to control the length and volume of tone and achieve a 
larger voice. About plucked strings, he writes: 


e 

Bateson, An Ecology of Mind, p. 147. 
7 See pp. 22, 88, 93, 137-38. 
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In a plucked string instrument, on the other hand, only the original 
production of tone is determined by the player, after which the tone 
exists relatively independent of the performer (much as a child, who, 
at birth, achieves an existence independent of its mother). The tone 
gradually becomes softer, and the performer cannot extend it or 
control its rate of diminution except by modern electronic devices. 
There is no definite perceptible boundary between the end of sound 
and the beginning of silence—in essence, the tone becomes silence, 
and those with keen ears, situated close to the sound and in otherwise 
quiet surroundings, can follow this process longer than those with 
average or dull ears or who are in less favorable circumstances for 
listening.® 

Hwang's comparison of string instrument preferences and his remarks 
on the skills of listening provide a contemporary context for the Po Ya and 
Chung Tzu-ch'i theme. Skillful listening involves following a tone from 
audibility to inaudibility, and the most critical moment, the climactic 
moment, is that point in time which hangs between sound and silence. 
Ideally, the listener's mind (and the listener may be both the performer and 
the audience) is brought to tranquility at that point. Skills for listening are 
no less essential than skills for performing. The act of listening has as 
great perhaps greater—a potential for genius as does performing. Music 
masters Chiian and K'uang are heroes of tales in which they only listen. A 
comparable notion was adapted for other theories of art. Writing early in 
the sixth century, Liu Hsieh composed a section on "tone-worthiness" as the 
penultimate chapter in The Literary Mind and the Carving of Dragons 
(chap. 48). Liu Hsieh alludes to the Po Ya and Chung Tzu-ch'i story in 
arguing that the person worthy of appreciating art is rare, that the appre¬ 
ciation of art is difficult, and that the virtue of art is realized only in its 
appreciation. "For it is said that the orchid, which is the most fragrant 
thing in the country, will give forth its full scent only when worn." 9 

Early Chinese lore about whistling illustrates the great power of 
minimal music and the potential effects of the subtlest effort. 10 Whistling 


O 

Byongki Hwang, "Instruments and Aesthetics in Korean and Western 
Music," in "Notes to Music from Korea, Vol. 1: The Kayakeum" 
(Honolulu: East-West Center Press, 1965), p. 7. 

^ Wen-hsin tiao-lung, p. 373. 

For reflections on whistling and a review of the etymology of the word, 
see Holzman, Poetry and Politics, pp. 150-52. An exact translation for 
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is a minimal performance act. It requires no instrument. It involves no 
words or thoughts; it does not use the larynx. Thus, it is ch'ing : clear/un¬ 
voiced, not cho : turgid/voiced. It is ch'ing : high, not cho : low. The 
earliest sustained discussion of whistling, Chin writer Ch'eng-kung Sui's 
/?£ -is'- "Rhyme-prose on Whistling" ("Hsiao-fu" ■»j^j Re( ), says: 

[Whistling] harmonizes kung and the yellow-bell pitch in the Clear 
Chiao mode.It elaborates the shang and yil tones with the flowing 
chih tone. It blows the wandering clouds about the clear heavens and 
assembles sustaining winds for a distance of ten thousand li. Even 
when the song is over and the echoes have died away, lingering tones 
continue their play. This is truly the ultimate in self-so-ness. Not in 
imitation of the silk strings or the bamboo pipes, the sounds of whis¬ 
tling are not substitutes for other things and they employ no material 

aids. They come directly from the body, near at hand. “ Relying on 

1 3 

the mind, riding upon the ch'i, the lips themselves become a round, 
and from the mouth, the tones issue forth. Things are touched and 
moved according to their class. ^ 


whistling has been a problem for translators, in part because the word 
was used rather broadly in traditional China and in part because it is 
difficult to imagine exemplary Chinese aesthetes, e.g., Su Tung-p'o, 
expressing their profound appreciation for nature by standing on a hill 
and whistling. According to the "Hsiao-chih," the word hsiao refers to 
any highly articulated, but unvoiced human sound. This definition would 
not exclude what we call "whispering," but there is no indication that 
whispering was included in the Chinese sense. 

The Clear Chiao is a tone and a mode. According to Han-fei-tzu, Music 
Master K'uang declared it to be the ultimate mode in gravity of feeling 
(see Watson, Han-fei-tzu, p. 55; Watson translates it as "pure chueh"). 
Lieh-tzu reiterates this association with Music Master K'uang ("T'ang- 
wen" M $ ). It is described in the Huai-nan-tzu as the "sound of white 
snow" (2.4a, 6.1a), and the "Lii-li-chih" of the Chin-shu describes it as a 
performance system with kung at the ku-hsi pitch. The "Clear Chiao" is 
also a name given to the ch'in of the Yellow Emperor. 

A reference to Fu Hsi's discovery of the hexagrams, reported in the I- 
ching, "Ta-chuan," chuan 2, v. 2. See p. 53. 

In descriptions of whistling, the pun between ch’il # : winding/round 
and ch'u \^7 : song is widespread. 

T'u-shu chi-ch'eng, "Hsiao-fu," 73.46a. 
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A more extensive range of whistling lore is collected in the "Hsiao-chih," a 
manual assembled during the T'ang by Sun Kuang Yk M . In the preface, 
Sun writes: 

When ch’i stirs in the throat and is voiced, we call it "speech." 
When it stirs about the tongue, and is unvoiced, we call it "whis¬ 
tling." The voiced act of speech is appropriate for human affairs and 
can reach our nature and feelings. The unvoiced act of whistling can 
move ghosts, reach spirits, and is undying. Speech issued forth skill¬ 
fully will have response for one thousand li. Whistling issued forth 
skillfully will marshal the attention of the ten thousand spirits. 15 
Whistling lore resembles ch’in lore in its particulars. The technique is 
described and the pieces notated by reference to the movements of the 
throat and mouth, not the sounds per se. 15 There are twelve such move¬ 
ments, related, naturally, to the twelve pitches. There are five "great¬ 
nesses," t'ai , synonymous with the five tones and related to the five 
virtues. The tunes themselves are entitled as nature vignettes: "Fleet¬ 
ing Cloud," "Tiger in a Deep Ravine," "Cicada on a Tall Willow," "Night 
Demon in a Lonely Wood," "Dragon Droning," and so forth. 18 The images 
include the audible and the soundless, and the verbal descriptions that form 
the bulk of the notation make reference to movements in nature suggested 
by the piece. 

The power of whistled music derives directly from natural powers. 
An earthquake song attests to the potential for terrestrial movement. It 
does not necessarily cause the earth to move, but it embodies the ch'i of 


15 

The "Hsiao-chih" is found in the same chiian (73) of the T'u-shu chi- 
ch'eng as the "Hsiao-fu." The quotation is p. 45a; for another transla- 
tion, see Edwards, "Principles of Whistling," p. 218. 

The "Hsiao-chih" defines a set of distinct articulatory means for 
producing whistling sounds in a straightforward and reproducible man¬ 
ner. These include apico-palatal, apico-alveolar, apico-dental, and both 
rounded and advanced bilabial postures. Combinations are also in¬ 
cluded, e.g., apico-palatal and advanced bilabial for the production of 
an intensely "swirling" sound. 

The five "greatnesses," also called the five "colorings," wu-se 35- , are 

contrasted to the five "slightnesses," shao ‘}7 , the former having yang 
attributes, the latter yin. "Hsiao-chih," p. 46a. 

8 Edwards, "Principles of Whistling," pp. 222-25. 
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the earth and congeals the yin, the very events that occur during the natu- 
19 

ral process. Apropos of this congruence, the "Hsiao-chih" takes note of 
the importance of inner cultivation: 

Confucius "transmitted and did not create." 2 ® That is to say, the 
immortal transmits the music of Kuang Ch'eng{-tzu] and 

Wu Kuang'‘' i 2 in order to refine his nature and spirit and to expand 
upon the Way. It is not to achieve some standard in the producing of 
sounds and tones! For effectiveness in the movement and response of 
the myriad things, each according to its own, nothing approaches the 
musical tones. As for the tones, [with whistling] the sages have 
achieved the ultimate. Be it flying or running, the birds or the 
beasts, whistling is the final need. 22 

Juan Chi was renowned for his whistling as well as his ch'in playing. 
The "Hsiao-chih" relates the details of a widely known story about him. 

Juan Chi was a skilled whistler and heard about the immortal of 
Su-men Mountain. Thinking himself of comparable skill to the im¬ 
mortal, Juan Chi went off for a visit to the mountain. The immortal 
just sat quietly, with dishevelled hair tossed about his shoulders, while 
Juan Chi bowed repeatedly and made polite inquiries about the im¬ 
mortal's well-being. He repeated his salutations again, and repeated 
them again. The immortal's expression remained completely un¬ 
changed, and he made no response to Juan Chi at all. 

So Juan Chi whistled several dozen long notes and departed. 
Guessing when Chi had not traveled too far off, the immortal began 
to whistle in the Clear Chiao mode. He issued four or five tones. Chi 
only sensed that all of the trees and plants of the forests and moun¬ 
tains had a different sound about them. But in a very short while, 
powerful winds blew up and a fierce thunderstorm burst forth. When 
this ended, phoenixes and peacocks flew forth from every direction in 
greater numbers than could be counted. Chi was at first frightened; 


i q 

Edwards, "Principles of Whistling," p. 225; and "Hsiao-chih," p. 45b. 

2 ® Analects, chap. 7: "Shu-erh" ££. Sp , v. 1. 

^ Two figures from high antiquity who are ranked among the great whis¬ 
tlers of all times. Wu Kuang was noted above for having extraordinary 
ears (p. 35). 

22 "Hsiao-chih," p. 45b. 
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then he was delighted. After he returned, he tried to write it down, 
managing to get perhaps two of ten parts. ' 

In the whistling lore, the sage performs the minimal music by whistling. 
His whistling issues no sound, but by it he conducts the sounds of nature, 
the musical powers of nature. It exemplifies the principle of nonpurposeful 
action, by which all things can be done. 


Correlation and Signification 

The extent to which systems and theories of correlation were in¬ 
volved in discussions of art profoundly influenced the nature of aesthetic 
theory. To what degree it influenced art and music itself is a complex, yet 
important question. The contributions of correlative thinking to aesthetic 
theory were most explicit in the classical and early Han periods. The 
correlative schemes were thought to be comprehensive. In their temporal 
configurations, they correlated to cosmogonic, historical, and calendric 
processes, past, present, and future. In their spatial configurations, they 
correlated to the center and all directions, the three tiers of heaven, earth, 
and man, the near at hand and the grand ultimate. Hence, to all synchronic 
and diachronic limits, the correlations sought to explain natural phenom¬ 
ena; human institutions; individual fates, emotions, and sensual experience; 
and purely intellectual renderings of cosmic structure, i.e., the numbers, 
graphs, phases, counters, and so forth. Correlations of sensual experiences 
were highly articulated and included the five tones, colors, flavors, smells, 
and shapes, and the sense organs, the ears, eyes, mouth, and nose. The 
proposed relation between cosmic and mundane entities gave rise to an idea 
of cosmically sanctioned value in mundane entities. That in turn gave rise 
to an idea of cosmic absolutes. In the case of sound, there were absolutely 
true pitches and intervals and absolute significances attributed to them. 
Unchanging elements were combined with ever-changing elements, insuring 
both continuity and constant change. The harmony of music depended 
completely on achievement of the absolute pitches. 


"Hsiao-chih," pp. 45b-46a. The same passage is translated in Edwards, 
"Principles of Whistling," p. 226. A similar story is translated in 
Mather, New Account of Tales of the World, pp. 331-32; and Holzman, 
Poetry and Politics, pp. 150-51. 
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The correlative themes constrained human action, which in actuality 
was guided by particulars of the systems. Effort was consumed in testing 
and verifying correspondences on the one hand and in the exploitation of 
correlations for particular purposes on the other. Choices which we might 
otherwise regard as individual in art, a musical mode, a poetic theme, or 
the subject of a painting or sculpture were potentially constrained by 
immediate and remote correlative concerns. A ritual musical performance 
around the winter solstice would employ modes positioned at the yellow- 
bell pitch in order to facilitate the passage from yin to yang and initiate a 
new cycle of life.^ The various arts had, in effect, extensive external 
conventions governing content. 

Correlative thinking potentially exerted a more subtle influence on 
signification and the perception of the nature of signification. The correla¬ 
tive schemes encompassed both the media of arts and all possible external 
referents. A particular pitch had associated with it a length, numbers, 
volume, a season and hour, a direction, a flavor, a color, smell, shape, and 
feel, a sensory system, an internal physiological system, a star—in short, 
one of the five phases and all its correspondents. By virtue of the correla¬ 
tions, the affective value of a pitch was instantiated in several broad areas, 
most of which were not obviously related to music. Kung was the minister; 
the yellow bell represented New Year's time; yellow was the color of the 
earth. Ritual music was program music. Its content was highly constrained 
by explicit rules and its referential significance was apparent to all parties 
to the performance. Modes at the yellow-bell meant the New Year; pre¬ 
sumably, when played out of season they recalled the New Year. 

Between arts, the correlations established explicit synaesthetic 
pairs. The shang tone was the color white, yii the color black, and chih the 
color red. These associations would have been internalized by those who 
subscribed intellectually to the correlative schemes. The extent to which 
such correlates can be perceived as structural bases for works of art has 
been demonstrated; for example, studies of the Dream of the Red Chamber 
have described the structure of the novel in terms of the five phases and 


24 


Derk Bodde, Festivals of Classical China (Hong Kong: Chinese 
University of Hong Kong and Princeton University Press, 1975), p. 178. 
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yin and yang.^ Certain c h'in tunes reveal a similar informing presence of 
correlations. 

Not only did correlative thinking define the particular relata in 
various systems, but what was believed to be the basis for correlative 
relationships served as well to explain the basis for aesthetic response. By' 
recourse to experimentation in sympathetic resonance and the like, subscri¬ 
bers to correlative thinking sought to explain how the media of the arts 
related to natural and human phenomena and acted upon them. These 
explorations of the referential and influential relationship between art and 
life involved personal feeling, social order, ritual events, and cosmic pheno¬ 
mena. The conception of a demonstrable connection between art and life, 
expressed in metaphors about ying : correspondence, canalisation^ of ch'i, 
and congruence of mental and cosmic order, inclined the conception of art 
itself toward one of an invariably programmatic nature. 

Contemporary discussions of aesthetic experience speak of it as a 
process of emergence, a coming into focus, the apprehension of resem¬ 
blance and order discovered from apparent dissimilarity and disorder. In 
definitions of art based on consideration of formal criteria, both the crea¬ 
tive act and the act of appreciation involve apprehension of pattern and 
order. The object itself is patterned; its coherence derives from a level of 
redundancy. Irrespective of what vocabulary is used to describe the inter¬ 
action of the object and the mind, be it "inspiration," "insight," "discovery," 
or "revelation," theories in the psychology of art address the process by 
which the pattern or redundancy is apprehended. The claim for "emer¬ 
gence" is predicated on a belief that apprehension in the aesthetic act is, in 
part, an apprehension of the potential for resemblance, pattern, and or¬ 
der. As crucial as what is known is what is unknown. The potential for 
aesthetic effect exists when there is something as yet unrealized or un¬ 
known. Borges stated this observation concisely: 

Music, states of happiness, mythology, faces belabored by time, 

certain twilights and certain places try to tell us something, or have 


See Andrew Plaks, Archetype and Allegory in Dream of the Red 
Chamber (Princeton: Princeton University Press, 1976). Plaks coins the 
terms "multiple periodicity" and "bipolar complementarity" to describe 
the five phases and yin and yang when generalized as structural ele¬ 
ments in the novel. 
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said something we should not have missed, or are about to say some¬ 
thing; this imminence of a revelation which does not occur is, per¬ 
haps, the aesthetic phenomenon. 

Exploring the concept of art in early China, the question arises as to 
the nature of the aesthetic act when, in theory, resemblances between all 
things in the world, be they apparent or not, and the overall order into 
which they fit are explicitly revealed in a comprehensive scheme of corres¬ 
pondences that is prior to and independent of the aesthetic act. For a 
concrete example, consider Wallace Stevens's description of the aesthetic 
process in his "Anecdote of the Jar": 

I placed a jar in Tennessee, 

And round it was, upon a hill. 

It made the slovenly wilderness 
Surround that hill. 

The wilderness rose up to it, 

And sprawled around, no longer wild. 

The jar, the hill, the view, and whatever is "around" are revealed to have a 
common quality of "roundness" and "aroundness." The poetry is the dis¬ 
covery of that resemblance, that orderliness, and the pleasure of that dis- 

OQ 

covery. What alteration of that poetic process would be caused if both 
the poet and the reader had within their minds a chart of "roundness" 
correlates including jars, hills, and views? There are a number of extra¬ 
ordinary examples of highly correlative literary works in early China. For 
example, Chang Heng's Rhyme-prose about Meditations on the Mystery 
makes use of images that correlate to the hexagrams and commentaries of 
the Book of Changes; and it requires reference to the Book of Changes for 
explication not only of the images themselves, but of the sequence of 
images in the poems as well. That is, the poetic syntax correlates to the 


oe 

Quoted from a brief note on the Ch'in emperor Shih-huang's wall, enti¬ 
tled "The Wall and the Books," in Labyrinths: Selected Stories and 
Other Writings, ed. Donald A. Yates and James E. Irby (New York: New 
Directions, 1962), pp. 186-88. 

^ Wallace Stevens, Collected Poems (New York: Alfred A. Knopf, 1954), 
p. 76. 

no 

Stevens writes, "The eye does not beget in resemblance. It sees. But 
the mind begets in resemblance, as the painter begets in representa¬ 
tion." The Necessary Angel, p. 76. 
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transformations from hexagram to hexagram as defined by the Book of 
Changes. 29 

Whether or not the explicit articulation of correlations in any sense 
altered the potential for "discovery" in aesthetic experience, the awareness 
of and interest in correlative process provided a basis for discussing key 
and definitive issues in the nature of art. Without embarking on a general 
discussion of epistemology that would exceed the bounds of this essay, I 
would like to raise an epistemological issue that is essential for inter¬ 
preting much of the theory and metaphor that the Chinese used for aes¬ 
thetic discussion. There are many dualistic themes in early Chinese civili¬ 
zation, by which I mean the various ramifications of y in and yang or similar 
formal constructs. 30 Some are obvious to any student of China, e.g., the 
use of yin and yang in cosmological speculation, in Book of Changes divina¬ 
tion, or in the interpretation of meteorological portents. Others are less 
obvious, e.g., the validation of oracle bones in divination by the scribing of 
complementary and symmetrical positive and negative charges. Dualism is 
a pervasive feature in early Chinese comprehension of the cosmos, of 
cosmic process, of the mind, and of mental process. I have already noted 
the dualistic structure of evaluative terminology. The importance of 
dualistic thinking is also illustrated in the linked definitions of ritual and 
music, which were best defined as a pair. The mental activities suggested 
by ritual and music, separation (distinction and selection) on the one hand 
and union (association and integration) on the other, together describe the 
totality of thought processes, i.e., "splitting" and "lumping." 

In the discourse and lore about art and culture there is a persistent 
topos of diplopia, a doubleness of vision in which pairs of things are simul¬ 
taneously seen, their parallels perceived, their structural similarities 
apprehended. Ts'ang Chieh is said to have had four eyes; one set looks up, 
the other looks down, permitting him to apprehend simultaneously the 
correlations of heaven and earth. 31 Fu Hsi looks up and then looks down 


30 Hou. Han-shu, pp. 1914-39. 

Needham, Science and Civilisation in China, 2:273-78; and Fung, 
Chinese Philosophy, 2:7-32. 

Jonathon Chaves, "The Legacy of Ts'ang Chieh: The Written Word as 
Magic," Oriental Art Magazine 23, no. 2 (Summer 1977): 202-3. Note 
especially the representation of Ts'ang Chieh from the I-nan tombs in 
Shantung. A number of ceramic images of Ts'ang Chieh illustrating his 
"quadrocular" capacity have been found and dated to the early Han. 
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Fig. 7. The Sage Ts'ang Chieh. 



From the San-ts'ai t'u-hui. 
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before he transcribes the trigrams with which he schematized the relations 
among all things. Writing, trigrams, calendars, and other systems of mean¬ 
ing and order are discovered, according to the mythologies, by those who 
look two ways. Looking two ways means not focusing on things per se, that 
is, on their visible attributes, their essences, or their ideals, but rather on 
the relationship between things, their resemblances and distinctions. 32 

Bateson stresses the centrality of relations in nonrational psychol¬ 
ogical processes: "It is probably an error to think of dreams, myths, and art 
as being about any one matter other than relations." 33 Wallace Stevens 
places the issue of resemblance at the center of poetic process: "The study 
of the activity of resemblance is an approach to the understanding of 
poetry. Poetry is a satisfying of the desire for resemblance." 34 "Rela¬ 
tions" and "resemblance" are more palatable words for us in the discussion 
of art than "correspondence" and certainly more palatable than "correla¬ 
tion." They speak to less predetermination of the relata, less definition of 
their similarities, and more potential for discovery. These are differences 
in degree, however, and all four terms address the integrating nature of the 
aesthetic act, the uniting of two things into one that is the pleasure of art. 

This feature of aesthetic process, relating, resembling, corresponding, 
or correlating, narrowed to the compass of a "device" and used to describe 
the affective potentials of art, is called "synaesthesia." Given the episte¬ 
mological background of early Chinese thinking on art, I would argue that 
such thinking was characteristically synaesthetic, the term taken in a broad 
and fundamental sense (Greek sun : together + aisthanesthai to 
perceive). In their study The Foundations of Aesthetics, a book in part 
inspired by a reading of the Confucian Doctrine of the Mean, Ogden, 
Richards, and Wood list synaesthesia as a basic principle of art. 35 De¬ 
scribed broadly, a synaesthetic theory of art focuses on the commutability 


The classical exorcist, fang-hsiang-shih ~5S & ^ , i S described in the 
Chou-li as having four eyes and is portrayed with four eyes in a number 
of Han figurines. See Bodde, Festivals, pp. 77-80, 116-20; and Berthold 
Laufer, Chinese Clay Figures (Chicago: Field Museum of Natural 
History, 1914), p. 199, pis. xv-xvii. 

Bateson, An Ecology of Mind, p. 150. 

^ Stevens, The Necessary Angel, p. 37. 

Ogden, Richards, and Wood, Foundations of Aesthetics, p. 21. 
Synaesthesia is rule 16 in their classification of "The Senses of Beauty." 
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of sensations, the exchangeability of objects and images, the intertrans- 
latability of meaning from genre to genre, and, finally, the natural inter- 
penetration of art and life. A synaesthetic theory of art describes as the 
end of art a sense of harmony, equilibrium, and integration, attended by the 
pleasure that Stevens described. 

A synaesthetic notion of art is evident in a synoptic review of 
Chinese theories and lore. The idea of ch’i is as ubiquitous in the texts as 
ch'i was alleged to be in the cosmos. Being configured, ch'i either created 
or reflected similarity in what were apparently unconnected or dissimilar 
entities and events. The result of this similarity, which had both temporal 
and spatial dimensions, was cosmic accord. Ch'i was the means by which a 
moment of cosmos, mind, and art were interrelated. In early China, one 

97 

finds evidence of this perception of ch'i in discussions of art, of dreams, 
and of life. 

The role of ch'i in all arts allows for a degree of intertranslatability 
and the potential for harmonious admixture: words and music, calligraphy 
and poetry, poetry on paintings, paintings on zithers, inscriptions on bells, 
animal sculpture on chime stands, and the like. Mythologies of the writing 
and divinational systems emphasize that such systems embody patterns of 


Bateson, using psychoanalytic terminology, writes: 

"In primary process the things or persons are usually not identified, 
and the focus of the discourse is upon the relationships which are 
asserted to obtain between them. This is only another way of saying 
that the discourse of primary process is metaphoric. A metaphor 
retains unchanged the relationship which it 'illustrates' while 
substituting other things or persons for the relata." An Ecology of 
Mind, pp. 139-40. 

^ The late Han skeptic-philosopher Wang Fu made the following 
observation about dreaming: "Dreams of hazy, rainy days make one 
bored and stupified. Dreams of sunny, baked-dry days make one 
confused and vague. Dreams of bitter cold make one bitter and grave. 
Dreams of great winds make one breezy and flighty. These are called 
'ch'i-moved dreams.' " Ch'ien-fu lun, "Meng-lieh" ^ 5'J [Varieties of 
dreams], 7.1b. 

See, for example, the role of music and dance in the keen-edged 
butchery of Cook Ting. Watson, Chuang-tzu, pp. 50-51. What Watson 
translates as "perfect rhythm" is chung-yin , to be "right on the 
tone." 
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nature. They are, therefore, considered iconic, not arbitrary or merely 
conventional systems of signs. Writing about music embodies musical 
qualities, making it an incipient multimedia presentation, rather than a 
singular textual-semantic representation. For example, musical discussions 
in the Huai-nan-tzu are rich in onomatopoeia and reduplicated terms; in the 
Spring and Autumn Annals of Mr. Lii, technical arguments are marked with 
long cadences of three- and four-character phrases. The five musical 
voices described in the "Book of Music" are expressed with onomatopoeia 
that mimics the instruments themselves: *King/chien (GSR 1252) for 

bells, *k?ieng/ch'ing (GSR 832) for stones, *ar/ai %_ (GSR 550) for 

zithers, *glam/lan (GSR 609) for flutes, and *%wan/huan i!$. ( GSR 158) 

for drums. The rhyme-prose pieces written in profusion during the Han 
and early Six Dynasties were filled with onomatopoeia and showed a 
marked preference for musical subjects, subjects that included not only 
instruments and performances, but noisy insects, like the cicada, and noisy 
things, like waterfalls, as well. The texts strove to provide a measure of 
the sensual experience of hearing the sounds about which they wrote. The 
proclivity of an artful text to be "presentational" as well as "representa¬ 
tional" becomes a normal feature in later writing, found, for example, in 
theories of poetry written in poetry. 

The satisfaction of the desire for resemblance is expressed in the 
yueh : music and lo : pleasure homographic pun. The pun, which itself 
conjoins the senses of music and pleasure throughout early discussions, 
invites a retranslation of the key utterance on music in the "Book of 
Music," viz., yueh-t'ung, "music unites," as lo-t'ung, "take pleasure in 
resemblances." 

Music and Ritual 

The dialectic tension between the definitions of music and ritual 
found throughout early Han texts calls attention to both similarities and 
differences perceived in their natures and functions. "Music unites that 
which is the same; ritual distinguishes that which is different." Discussions 
of ritual are parallel to those of music and are in no sense external to the 
concept of art. There are shared values. Both music and ritual prize 
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Needham, Science and Civilisation in China, vol. 4, pt. 1, p. 153. 
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minimalization and prize restraint, and both emphasize the importance of 
the effort rather than the outcome. Both music and ritual address the twin 
concerns of self-cultivation and social order, appropriately contextualized 
in the prevailing cosmic order. Discussions of music resort to analogy with 
other elements in the rites, e.g., the sacrificial soup; and music was itself 
an instrument in the proper and effective conduct of the rites—the control¬ 
ling drums and the rhythm of the dancers. In the concept of ya, proprieties 
of both ritual and music were closely associated, and from that association 
the aesthetic ideal of ya in regard to music emerged. 

In a variety of formulations, music and the rites played coordinated 
roles in the achievement of the ideal life and the ideal state of mind. When 
issues of individual mind are brought to the surface in discussions of art, 
the restraint and cultivation of emotion is the expressed goal, just as it was 
in connection with the rites when social concerns dominated the discus¬ 
sions. Music and rites are principal issues in the investigation of human 
emotions. Particularly in the Six Dynasties, emotion itself was widely 
discussed. In the prevalent line of debate, the question was raised whether 
the sage had emotions, the sage being pursued as a model of how ordinary 
men might deal with their emotions. The emotional content or potential of 
art was then raised in this context. Ho Yen argued that the sage was 
devoid of feelings, but Wang Pi differed. 40 Wang Pi expressed confidence 
that emotions could be communicated, but Yin Jung differed. 41 

The issues were combined in discussions of music and the arts to which the 
best thinkers put their minds. The Shih~shuo hsin-yii describes a journey of 
the powerful Chin minister Wang Tao, who, when crossing the Yangtze 
River, deigned to discuss only three subjects, one of which was the joyless 
and sorrowless nature of sound. 4 ^ 

Even after the discussion of music was removed from a social con¬ 
text, music retained a ritual dimension. After the fall of the Han, ya no 
longer referred directly to the orthodox performance of a sacrificial rite, 
but the achievement of ya in music was still via ritual reenactment. Ch'in 
tunes were not pieces of music but were prescriptions for movement, 


40 

Their positions in this debate were recorded by P'ei Sung-chih in his 
commentary on the San-kuo chih and are redacted in Ch'iian Shang-ku 
wen, comp. Yen K'o-chiin, p. 1301. 

1 Fung, Chinese Philosophy, 2:185-86. 

Mather, New Account of Tales of the World, p. 102. 
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fitting closely the Han definition of li : ritual, which the dictionary 
Explaining the Graphs and Explicating Their Combinations defines as "[pre¬ 
scribed] steps or paces." Performance of ch'in pieces, by virtue of the 
expressed content of the tune, was often a reiterative act, portraying the 
performance act of a previous ch'in master, the movement of a dragon in 
the clouds, or the movement of a tortoise crawling from the water. "Alas! 
The Orchid" ("I-lan" ) is said to have been performed by Confucius 

upon his return to Lu after being rejected for employment. Traveling 
through a secluded valley, he happened upon a single orchid flourishing in 
its loneliness. When performing the piece, there should prevail a sense of 
reenacting the disciplined response of Confucius, through a reenactment of 
his tuning, his fingerings, and his appreciation of the orchid. The skilled 
player relives the emotional processes of the sage. The tune embodies the 
model for its own appreciation. In the Ch'in-ts’ao, all the "scores" are 
verbal descriptions of how the tune was composed, or, in actuality, first 
performed. Each score begins with the title, which is followed by a brief 
introduction of the composer. The body of the score then describes the 
circumstances of the tune's composition, usually a situation of some duress 
for the composer. 43 It is what Lu Chi described when he wrote, "In making 
an axe handle by cutting wood with an axe, the model is indeed near at 
hand." 44 A remarkable tune entitled "Wine Madness" ("Chiu-k'uang" 
-M =A£), associated with Juan Chi, includes a coda subtitled "The Sound of 
an Immortal Vomiting Wine" ("Hsien-jen t'u-chiu sheng" A. iU fff), 
which has been described by a contemporary ch'in player and scholar as a 
"humoristically stylized imitation of the sound of a person vomiting, ob¬ 
tained through an appropriate use of glissandi and tremoli ." 45 


43 Ch'in-ch'ii chi-ch'eng, pp. 740-75. The score for "I-lan" is found on p. 
741. 

44 Lu Chi, Wen-fu, trans. Ch'en Shih-hsiang, in Anthology of Chinese 
Literature, ed. Cyril Birch (New York: Grove Press, 1965; Evergreen 
Paperbacks, 1967), p. 204. 

45 Liang, "Neo-Taoist Implications," pp. 26-27. Liang notes that the 

earliest known edition of the piece is in the Ming ch'in collection, the 
Shen-ch’i pi-p'u of Chu Ch'uan ^ (A.D. 1376-1448). See Ch'in-fu, 

pp. 109-219. This song is found on pp. 129-30. The introduction to 
"Wine Madness" illustrates the extent to which Juan Chi's memory was 
simplified and idealized in subsequent centuries of ch'in lore: 
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There is a pronounced tendency for discussions of music to draw 
attention away from the objects and audible events and to seek definitive 
qualities in the act. The highly regarded aesthetic act, like the highly 
regarded ritual act, is one that is properly performed, though not necessar¬ 
ily intellectually understood. Both the ritual aspect of a musical perfor¬ 
mance and the musical facet of ritual are aids to proper performance. 
Classical Chinese thinkers of various persuasions made a distinction be¬ 
tween knowing how to do something and knowing about doing something. 
The former was always considered superior to the latter. Interest in the 
latter could, in fact, impede success with regard to the former.^® 


Art and Cosmos 

The analogy between musical harmony and cosmic harmony is the 
most central association found in the theory and lore. Harmony is a perva¬ 
sive theme throughout the classical texts. The Book of Odes says that 
eating medicinal plantain creates "harmony and balance permitting the lady 
to joyfully bear her child. 1 A central and recurrent metaphor in the Book 
of Documents for the virtues of the Chou kings was their ability to harmo¬ 
nize "above and below." The Tales of the States describes the mutually 
generative feature of harmony, "the process by which the notes bring about 


I 


"This tune was composed by Juan Chi. Chi sighed that the Way was 
v not widely practiced and he was out of accord with his times. There¬ 
fore he forgot the world of men and indulged his thoughts outside mate¬ 
rial form, trusting to the spirits in the wine cup with joyful drinking to 
the end of his days. Is this really a case of uncontrolled addiction to 
wine? No, the Way was found therein." 

Chuang-tzu provides the best examples of this argument. For example, 
see the stories of Wheelwright Pien, Cook Ting, and Woodworker Ch'ing; 
Watson, Chuang-tzu, pp. 152-53, 50-51, 205-6. Gilbert Ryle differ¬ 
entiates between "knowing how" and "knowing that," writing that it is 
an "intellectualist fallacy" to argue that an act effectively and success¬ 
fully done requires "regress" into a prior intellectual operation. See The 
Concept of Mind (London: Hutchinson and Co., 1949), pp. 25-61, esp. 
pp. 27-35. 

Shih-ching, Mao edition, no. 8; for Waley's translation, see Book of 
Songs, no. 99, p. 91. 
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one another is called 'harmony.' " 48 Harmony is contrasted to isolation in 
the Analects: "Harmony [means to be] without isolation." 49 In the Book of 
Rites, the concept of harmony represents ultimate virtue in society, gover¬ 
nance, and music. In association with harmony, music continued to be the 
most versatile problematiciue in which the early speculator indulged his 
curiosity about cosmic processes. Discussions of harmony again recall 
what Pater sought in a "principle" to link the diverse impulses of the cos¬ 
mos. Music was the superior art for this undertaking. Music permitted a 
demonstration of the one giving birth to the many through the division of 
strings. It permitted a demonstration of the many, remaining distinct unto 
themselves, yet melding back into a harmonious whole. The high and the 
low blend, innocent of the contradiction that besets verbal arts. In music, 
correctness of timing, tonal quality, and placement were the requisites of 
harmony; in human action, harmony obtained from doing things in the 
proper time, in the proper place, and in the proper way. Over the centuries 
there were differing prescriptions for achieving harmony, ranging from the 
researching of detailed lists of correlations (used to compute the parame¬ 
ters of harmonious action) to the abandonment of purposeful thinking in 
order to permit nature to play upon one. The principles that applied to the 
making of music were the principles that applied to living generally, and, 
until the Six Dynasties, when art was identified as a particular and distinct 
undertaking, all disciplines that were geared to harmonious living were 
encompassed in the idea of what was aesthetic. Any endeavor, no matter 
how ordinary—butchering an ox, shaving wheel spokes, or succumbing to a 
fatal illness if properly done achieved an aesthetic dimension and harmo¬ 
nized with the prevailing order. No "line" separated ordinary work from 
the making of art, another point that is made manifest in the paradigmatic 
images of harmony in early Chinese texts, the well-blended musical per¬ 
formance and the well-seasoned soup. 

Early Chinese thinkers describe music as a reflection or a realization 
of nature's patterning in the human mind. The diversity of views on the 
nature of such patterning follows from a diversity of views on human 
nature. The patterning of mind invoked in discussions of musical harmony 


48 

Kuo-yu, "Chou-yu," 3.18a. This entire section of the Kuo-yii (3.12a-18b) 
describes at length the dynamics of governance through stories of bell¬ 
making and the search for harmony. 

9 Analects, chap. 16: "Chi-shih" v. 1. 
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was felt to be innate, cultivable, and corruptible. The diversity of ideas 
about pattern and music notwithstanding, they were virtually never di¬ 
vorced from the enduring concern with the formal structure of the cosmos 
and the formal structure of the mind. In classical and early Han thinking, 
the emperor and society at large reside between the individual and the 
heavens. Patterning is exemplified by the ruler and is manifested in the 
harmonious society. The ruler and the society he oversees respond to what 
is projected down from the heavens and what emanates upward from the 
people. In later thinking, as interest in society recedes, the role of pat¬ 
terning is emphasized as a direct link between the individual mind and 
nature at large. 

Embodiment of natural patterning is a definitive requirement of the 
aesthetic. As a result, there is a general inclination to differentiate be¬ 
tween art (i.e., that which is aesthetic) and nonart (i.e., that which is not 
aesthetic) rather than between good art and bad art. In other words, in the 
early stages, discussions of aesthetics inclined toward the theoretical, not 
the critical or evaluative. Not until well into the Six Dynasties were 
efforts made to grade art or to establish a consensus of critical norms. 
Earlier discussions, for example, of the music of Cheng, disqualified this 
genre from consideration as art entirely because it did not partake of 
natural patterning, did not harmonize with nature or society, and was 
corrupting to the patterning of the individual mind. The other major genre 
discussed in the classical period, the poetry of the Odes, was without 
defect: "The Odes number three hundred yet may be covered with a single 
description—they are without depraved thoughts," Confucius argued. 

The early Chinese concept of natural pattern obviates an important 
issue in the Western discussion of aesthetics, namely, the symptom-emotive 
approach to art as opposed to the affective approach. The former de¬ 
scribes the function of music, for example, as an expressive (and cathartic) 
act from the perspective of the composer or performer. The latter ad¬ 
dresses music's communicative and influential significance vis-a-vis the 
listener. In the Chinese view, all parties to the aesthetic act are inherently 
participants in a validation of cosmic patterning. Their primary and in¬ 
alienable relationship is to that prevailing order, not to the composer, 
performer, or audience and not to the art object or event. The later lore 
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tends to diminish the active-passive disparity between the creative and 
receptive roles, emphasizing the ideal of passivity in performance and the 
skillful involvement in listening (e.g., Chung Tzu-ch'i). Cosmic order is 
omnipresent, and, when the mind is there as well, any of the common 
components of the aesthetic event can be eliminated—the performer, the 
sound, the instrument, the audience—as long as formal correspondence 
between the mind and nature is achieved. Vastly reduced in importance is 
the responsibility of the performer to "express," the burden of the music to 
"affect," and the need for a listener to "respond." Above all, the aesthete 
is engaged in a process of communion between his mind and nature. 

The clouds sculpture in colors, with a genius surpassing any pain¬ 
ter. The plants and trees burst forth in blossoms, without waiting on 
the ingenuity of the embroiderer. Could it be but external embellish¬ 
ments? No, it is simply self-so. 

When the sounds of the forest's piping intertwine, they are as 
melodic as the reed flutes and zithers. In the rhyme of spring waters 
gushing over rocks is harmony the like of jade chimes and bronze 
bells. 

When forms took shape, formal order came to be. When sounds 
issued forth, the patterns were born. Now, if things without con¬ 
sciousness are so marked in variety, how could a thing with the mind 
of man be without such pattern as well?^ 1 

The claim that the aesthetic embodies natural patterning, a revela¬ 
tion of order common to the mind and the cosmos, led to explorations of 
the relationship between art and nature. Ch'in lore, in particular, empha¬ 
sizes this relationship through elaborate metaphors for hand postures, a 
performance regimen that requires visualization of natural images and an 
affinity for natural themes in its programmatic aspects. Nature itself, 
appreciations of nature by previous masters, or stories of mythic commun¬ 
ions with nature are the nearly exclusive topics of ch'in songs. 52 


See the Kai-ming edition of the Wen-hsin tiao-lung, 1.1a. For another 
52 version, see Shih's translation, pp. 9-10. 

Van Gulik classifies ch'in tunes into five thematic groups: (1) mystic 
journey; (2) semihistorical; (3) converted literary products; (4) descrip¬ 
tions of nature; (5) descriptions of literary life (Lore of the Chinese 
Lute, pp. 84ff.). A more careful analysis may be made by looking at the 
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Some explorations of the relationship between art and nature con¬ 
strue it in terms reminiscent of Aristotle, that is, art as an imitation of 
53 

nature. I have raised examples of a particular kind of scale-modeling, 
comparable to the alchemist's proportional reenactment of cosmic pro¬ 
cess. But elaborated expressions of the art-nature relationship view it as 
more subtle and complex, and less purposeful, than a coarse imitation of 
surface features—petal for petal—of nature by art. Any visible or audible 
resemblance may or may not exist between art and its correlates in na¬ 
ture. The ch'in hand postures are described in terms of the "character" of 
movement. 

K'un "welling-up": ... A heron bathing in a whirlpool. One 
should think of a heron taking a bath in the small eddies of a stream 
in the shallow places along its banks: the whirling movement of the 
water, together with the flapping of the wings should suggest the 
character of the movement. 54 

The surface features are largely incomparable, hence the comparison exists 
at a more profound level. 

An ear is a small hollow, and a valley is a large hollow. Mountains 
and marshes are a "small valley" and Heaven and Earth was a "large 
valley." (Theoretically speaking, then,) if one hollow gives out sound 
ten thousand hollows will give out sound; if sound can be heard in one 
valley it should be heard in all ten thousand valleys. 55 
The patterning is inherent, not something that the aesthete willfully ob¬ 
tains or imitates from nature. Rather than strive to imitate an external 
order in the making of art, the aesthete or artist must avoid a purposeful¬ 
ness that would obscure the patterning within his mind. Bateson makes a 


underlying content; virtually all of the pieces are descriptions of nature 
(a "classical inclination") or descriptions of supernature (a "romantic 
inclination"), either directly (1 and 4), through a borrowed text (3), or 
vicariously through the persona of a famous figure, literary or real (2 

and 5). 

5 0 

Croce takes up the theme of imitation of nature and explains its pitfalls 
when used as a concept in the discussion of art. See Aesthetic, pp. 27- 
29. 

54 Van Gulik, Lore of the Chinese Lute, p. 124. The character should be 
read as kun. 

55 Needham, Science and Civilisation in China, vol. 4, pt. 1, pp. 207-8. 
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similar claim for art, arguing that the corrective potential of art is pre¬ 
cisely dependent upon its departure from "mere, purposive rationality." 56 

The extent to which the individual mind participates in a larger 
scheme of events and the extent to which the activities of the mind are 
revealed in music are illustrated in a story from Ts'ai Yung's biography: 

When Ts'ai Yung was living in Ch'en-liu, a neighbor gave a large 
party and invited Yung. The guests seemed already well intoxicated 
by the time Yung arrived. As he approached the door, one guest was 
playing the ch'in behind a divider. Yung secretly listened, then ex¬ 
claimed, "What is the meaning of this? I was drawn over by the music 
only to discover someone here with a mind bent on violence!" So he 
returned home immediately. 

He sent a messenger to the host to convey this message: "Master 
Ts'ai came to your party, but he walked only as far as the door, and 
then he returned home." Now, Ts'ai Yung's family was long venerated 
throughout that area, so the host himself immediately rushed over to 
Yung's house to ask the reasons for this. Yung told the entire story, 
which left the host completely astonished. 

Later, the guest who had been playing the ch'in offered this expla¬ 
nation: "As I was playing, I noticed a praying mantis about to pounce 
upon a singing cicada. The cicada was soon to take to flight, but had 
not yet flown away. The mantis moved tentatively, forward and then 
back. My heart skipped a beat as I watched, apprehensive that the 
mantis would lose his prey. Could this be the 'mind bent on violence' 
that took form in the sound?" 

Yung laughed when he heard this explanation. "That does explain 
it all!" 57 

At least in the expression of ideals, the disciplines of art embodied an 
element of passivity that is quite contrary to the image of the artist locked 
in struggle to control or confine the forces of nature. The passivity of the 


In a discussion reminiscent of the self-so-ness ideal of the Six Dynasties 
thinker, Bateson writes, "Life depends upon interlocking circuits of 
contingency, while consciousness can see only such short arcs of such 
short circuits as human purpose may direct." An Ecology of Mind, p. 
146. 

57 

Note fig. 4 above (p. 135), which illustrates the hand posture for "A 
Praying Mantis Captures a Cicada." Hou Han-shu, p. 2004. 
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aesthete and artist is exemplified in stories of zithers played by the wind or 
simply resonating on the river banks, humming pipes, music of the forests, 
and effortless whistling, all tales that refer back to the self-so sounding of 
the sympathetic resonating tuners. The aesthete produces art in much the 
same way that these instruments produce sound. Ideally, he is an instru¬ 
ment of nature, not touched, but moved to sound seemingly of his own 
accord. Tsung Ping, a prominent ch'in player and painter of the latter 
fourth century, described the process of landscape painting, "My eyes 
resonate in sympathy, and my mind melds in communion."'’® 

Theories characterize the aesthetic process as bidirectional; art 
emanates from the resonating proximity of mind and nature. Nature does 
not bear on the mind; muses do not enter and "inspire." The "Book of 
Music" makes clear that the sounds that make music are always there. To 
hear them is to have music, which requires careful and skillful listening. 
What might intuitively be construed as a causal relationship is vitiated in 
the texts on theory by the use of such terms as Jam, variously translatable 
as "move" or "be moved," "touch upon" or "perceive." 

Aesthetic processes are described in the image of the fundamental 
civilizing processes. Things are never so much created by man as they are 
discovered by him, be it writing, hexagrams, or the twelve pitches. Hsi 
K'ang, in his "shadow abstracts the plane" argument, and Liu Hsieh, in his 
chapter "On Tao—the Source," make clear that the mind is party to a 
prevailing order with which it stands in a relationship of significant coinci¬ 
dence.®® Significant coincidence is what is measured in the cosmic ch'i 
experiments. Movement of the individual toward an aesthetic act is not 
accurately described as "being inspired." Rather, it is to be coincident with 
the particular configuration of ch'i around one, to be, in a sense, the proper 
pipe for the proper moment. The internal patterning of art is both a part 
and a replication of the larger patterning of the cosmos, of which the 
artist's mind is also a part. 60 


58 Yen K'o-chiin, comp., Ch'iian Shang-ku wen, pp. 2545-46. 

59 Wen-hsin tiao-lung, pp. 9-15. 

60 Bateson notes that we must see an art object "as both itself internally 
patterned and itself part of a larger patterned universe. . . ." An 
Ecology of Mind, p. 132. 
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The polarity between art and nature which is explicit in many schools 
of Western aesthetics (revealed in the polysemy of the word art itself and 
its derivatives, e.g., "artifice," "artificial") is not in evidence in early 
Chinese theory. A functionally comparable polarity is that between order 
and disorder, with nature, art, and the correct state of mind associated 
with the former. Nature and natural patterning being at the hub of the 
arts, aesthetic endeavors of all kinds are part of human nature, not apart 
from it. In both the theory and practice of art, the early Chinese took 
pleasure in blurring the boundaries between extreme civility and cultivation 
and utter rusticity, in much the same way that Western pastoralists cele¬ 
brate and affect primitivism in the midst of elegant and courtly culture. In 
early China, however, the habits of theory and practice allowed for the less 
contrived return of art to nature than seemed possible, for example, for 
Castiglione's courtiers. In the same way that a perceived consanguinity of 
all arts allowed easy admixture of media, the perceived congruence of 
artistic and natural patterning allowed an easy admixture of art and na¬ 
ture. The lore speaks of "piping" in the trees; the instruments made from 
those trees find their perfect voice only when returned to their native 
setting. Poems are written on stones or bamboo slats or banana leaves; 
zithers are played to the streams and trees, and songs are whistled to be 
heard by nature alone. Lest art be perceived as artifice, it is always re¬ 
turned to its natural context. Where poems are inscribed in stone along 
scenic trails, even the verbal arts are returned to the scene where Ts’ang 
Chieh first discovered writing in the tracks of birds and beasts. Such 
poems reveal the mental achievement of the poet in his appreciation of the 
spot. For those who come later, the poems are part of the nature there, an 
accumulation of the pattern of the place with which later visitors will find 
accord. The poem does not prescribe a proper response to the place; rath¬ 
er, it translates the scene's aesthetic significance into another art or 
medium. To see such inscriptions as artifice is to see them as defacements 
of the natural scene, a complaint unknown in the varieties of early works 
that collected and commented on them. As with all components of art, 
poems in stone derive in a spiritual and material way from the interaction 
of man and nature and are assembled in a natural process. Though the 
definition of ya : refinement varied from the classical period to the early 
Six Dynasties, whether it meant "elegant" or "rustic,” it never meant 
"unnatural." The process of refinement, through the practice of the arts 
and the aesthetic pursuit of life, brought a return from a state of 
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separation to a state of closeness with nature. We can best understand this 
by resorting to music, as did the early Chinese thinkers who pondered the 
question of refinement. The ultimate refinement of the pitches was 
achieved in the discovery of the perfect pitches of the phoenix. The ulti¬ 
mate refinement of the pipes was achieved in perfect coincidence with the 
seasonal movements of ch'i. The ultimate refinement of music was 
achieved by resonation with the sound power by which nature moves the 
winds, the rains, and all things. 
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See Shih-shuo hsin-yil 
New History of the Vang. See Hsin 
T'ang-shu 

Notation ( ch’in tablature), 123, 127ff. 

Old History of the T'ang. See Chiu 
T'ang-shu 

pa-yin ("eight voices"), 52-53, 125 
Pai-hu-t’ung te-lun, 32, 66 n. 20, 68 
Pao-p'u-tzu (Master Embracing Sim¬ 
plicity), 34 


Pater, Walter, 7ff., 12-14, 31, 54, 178 
Pattern. See wen 

pei ("gravity of feeling"), 9, 108, 109- 
10, 141, 158-59, 163 
Penetrating Popular Ways. See Feng- 
su t'ung-i 

Performance, 21-25, 48 
Phoenix, 34, 59-60, 139, 146-47, 165- 
66 

pten ("changed tones"), 45, 93 
p'ing ("flatness," "balance"), 88, 159- 
60 

Pitches. Seel<3 

Plan of the Mystery. See Hsiinn-t'u 
Plato, 7, 32, 62-63 
Po Ya, 105, 141 n. 33, 142, 135,*162 
Primal Destinies in the Spring and Au¬ 
tumn Annals. See Ch'un-ch'iu yiian- 
ming-pao 

Program music, 10, 167-68, 180 
Programs of Chou. See Chou-li 
Pure Conversation. See Ch'ing-t'an 
Pure Critique. See Ch'ing-i 

Records of the Grand Historian. See 
Shih-chl 

Records of Lai-hsiang. See Lai-hsiang 
chi 

Records of the Light and the Dark. 

See Yu-ming-lu 
Response. See ylng 

Rhyme-prose on Literature. See Wen- 
fu. 

"Rhyme-prose on Whistling." See 
"Hsiao-fu" 

Rhythm. See chieh 

San-fen sun-i (Three-Part Addition- 
Subtraction), 46-47, 70 
"Sang-chien" ("Among the Mulber¬ 
ries"), 93, 138, 161 
"Sang-lin" ("Mulberry Grove"), 93 
se (large zither), 21 n. 5, 26, 58-59, 
89, 95, 109 

"Secluded Orchid." See "Yu-lan" 
Self-so-ness. See tzu-jan 
Sericulture, 59, 112 
Seven Sages of the Bamboo Grove, 
106, 150-51 

shang (one of five tones), 43, 44, 69, 
72, 75-76, 79, 95, 163, 167 
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sheng-jen ("sage"), 32-35, 43, 77, 110, 
121, 142, 146 

"Sheng-wu-ai-lo lun" ("Discourse on 
the Nonemotional Nature of 
Sound"), 104 

Shih-cht (Records of the Grand Histo¬ 
rian), 29, 63, 70, 116, 137, 139-40 
Shih-ching (Book of Odes), 7, 8, 19-25, 
29, 39, 62, 87, 93, 96, 112, 159, 177, 
179 

Shih-shuo hsin-yii (New Account of 
Tales of the World), 107 nn. 15-16, 
148, 175 

shou-shih ("hand postures"), 130ff., 
181 

Shu-ching (Book of Documents), 7, 16, 
20, 55, 77, 87, 96, 106, 112, 177 
Shun (legendary emperor), 24 
"Shun-tien" ("Canons of Shun"), 20 
Shuo-wen chieh-tzu (Explaining the 
Graphs and Explicating Their 
Combinations), 33, 57-58, 176 
Shuo-yuan (Garden of Explanations), 
109-10 

Six Arts. See Liu-i 
Six Strategies. See Liu-t'ao 
Songs of the South. See Ch'u-tz'u 
Sou-shen-chi (In Search of the Super¬ 
natural), 13, 146 

Spring and Autumn Annals. See 
Ch'un-ch'iu 

Spring and Autumn Annals of Mr. Lil. 

See Lu-shih ch'un-ch'iu 
String tuner. See chiin 
Sun Kuang, 164 
Sun Teng, 112, 142-44 
Sympathetic resonance, 54, 72ff., 149, 
163, 168 

Synaesthesia, 172ff. 

"Ta-hsii" ("Great Preface"), 20, 39, 54, 
96, 106 

Vai-hsuan ching (Classic of the Grand 
Mystery), 68, 70, 101-3 
T'ai-ku i-yin (Lingering Tones of Great 
Antiquity), 111, 115, 119, 130-31 n. 
12, 132-36, 144-145, 150-56 
Tales of the States. See Kuo-yu 
Tao Yiian-ming, 144, 150-51 
Temperament, 49-52 


The Literary Mind and the Carving of 
Dragons. See Wen-hsin tiao-lung 
ti-chih ("earthly branches"), 67 
tiao-i ("mode significance"), 119, 127 
T'ien-jen shuo (Heaven-Man Parallels, 
Theory of), 64, 101 
t'ien-kan ("heavenly stems"), 67, 75 
Timbre, 23 n. 7, 44, 52, 53, 122-24 
Time, 9, 13-14 

"Treatise on Music." See "Yueh-chih" 
"Treatise on the Pitchpipes and Calen¬ 
dar." See "Lii-li chih" 

Ts'ai Yung, 57, 111, 115, 119, 131, 
144, 146, 182 

Ts'ang Chieh, 131-32, 170-72, 184 
ts'ao ("practices," "tunes"), 128 n. 6 
Ts'ao Chih, 110 
Ts'ao P'i, 19, 106, 107 
Tso-chuan (Tso Commentary), 8, 21- 
25, 27, 37, 64-65, 73, 87-89, 93, 109, 
157 

Tsung Ping, 183 
Tu K'uei, 81-82 , 

Tung Chung-shu, 4, 30, 73-74, 85 
t'ung ("pipe," "penetrate"), 33, 100, 
102 

Tzu-hsia, 93-94, 138 
tzu-jan ("self-so-ness"), 102-3, 148-50, 
156, 163, 180, 183-84 

"Vast Plan." See "Hung fan" 

Vibrato. See yin 

Vision, 31-32, 35-36, 170-72 

Wang Ch'ung, 79-80, 101, 102-3 
Wang Fu, 78 n. 46, 80 
Wang Mang, 101 

Wang Pi, 103, 104 n. 9, 107, 140, 150, 
175 

wen ("pattern"), 53, 179 
Wen, Marquis of Wei, 94 
Wen-fu (Rhyme-prose on Literature), 
108, 159 

Wen-hsin tiao-lung (The Literary Mind 
and the Carving of Dragons), 104, 
180, 183 

Whistling, 34, 77, 145, 162ff. 
"Whistling Pointers." See "Hsiao-chih" 
"Wine Madness." See "Chiu-k'uang" 
wu-ch'i ("five ch't”). See wu-yin 
wu-hsing ("five phases"), 45, 67-69, 75, 
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76 n. 38, 80, 108, 114, 166-67 
Wu Kuang, 35, 165 

wu-wei ("nonpurposeful action"), 102 
wu-yin ("five tones"), 43ff., 53, 58, 69, 
72, 80, 96, 109, 121 

ya ("restraint"), 24, 92, 109-10, 122- 
23, 158-60, 175-76, 184 
ya-ch'in ("orthodox ch'in"), 109, 112-13 
yang, 47, 56, 61, 70, 73, 82, 86, 91-92, 
101-3, 109, 167-68, 170 
Yang Hsiung, 57, 68, 70, 85, 101-3, 
112 

Y ellow bell. See huang-chung 
Yellow Emperor. See Huang-ti 
Yellow Emperor's Inner Classic. See 
Huang-ti nei-ching 

yen ("artful appeal"), 108, 122-23, 
158-60 

Yi, Marquis of Tseng, 25, 26 n. 13, 43, 
45, 

yin, 47, 56, 61, 70, 73, 82, 86, 91-92, 
101-3, 109, 165, 167-68, 170 
yin ("tone"), 33-34, 52-54, 87-88, 96- 
98 

yin ("vibrato"), 121, 123 
ying ("response," "resonance"), 9, 
73ff., 108, 123, 158, 161, 168 
Ying Shao, 33, 101, 103, 105, 112, 119 
yii (one of five tones), 43, 44, 69, 75- 
76, 79, 95, 163, 167 

"Yu-lan" ("Secluded Orchid"), 122-23, 
127 n. 5 

Yu-ming-lu (Records of the Light and 
the Dark), 118 

yii-yin ("after-tones"), 141-42 
"Yueh chi" ("Book of Music"), 2, 4, 5, 
16, 19, 53-54, 57, 85ff., 91-97, 106, 
139, 174 

"Yiieh-chih" ("Treatise on Music"), 29, 
53 n. 25, 91 

"Yueh-ling" ("Monthly Ordinances"), 
13-14, 16, 46 n. 9, 68, 82 n. 58 
y (ieh-t'ung ("music unites"), 4, 90-92, 
175 

Yung-men Tzu-chou, 109-10 
Zither. See ch'in 
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